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Man at work: Autodidact handyman and festival director Lars Petter Hagen
Photo: Rune Kongsro

	 Editorial—		 Craftsmanship

Ultima 2010 is all about craftsmanship. 
In his book The Craftsman, sociologist 
Richard Sennett writes that “craftsman-
ship describes the basic human willing-
ness to do a job well for the job’s own 
sake. The craftsman exemplifies the 
important quality of commitment. 
Good craftsmanship means developing
skills and focusing on the work instead 
of ourselves”.

	 By Lars Petter Hagen 
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Recently we have seen a renewed interest in craftsmanship through the growth of art 
movements like DIY (Do it yourself) and craftivism. These do not focus on the traditional 
idea of solid craftsmanship but on the political, on independence through self-produc-
tion, and as a counterweight to the demands of consumer culture to hire someone else 
to do the work. Knitting groups, for example, are on the rise in the United States (as 
they supposedly have always been in times when the country has been involved in ma-
jor wars!). In an interview with the Norwegian magazine Billedkunst, American knitting 
activist Sabrina Gschwandtner says that she also regards the knitting wave as a reaction 
to digital communication technologies. “Knitting in a community brings people closer. 
It gives them the opportunity to do something together, slowly, face to face and in a 
physical room”. 
	T he DIY attitude in music is often linked to punk and other subcultural forms of 
expression, and to art movements like Futurism, Dadaism and Fluxus. At the moment,  
it looks like this attitude is finding its way back into the traditionally more academic 
field of contemporary music, maybe as a result of technological developments freeing 
the production and distribution of music from institutional and/or commercial middle-
men and opening up the definition of quality in an interesting way.	
	 As musicians, we talk often and gladly about craftsmanship, whether it be number 
of rehearsal hours or studies in counterpoint. But in the complex musical reality of con-
temporary music today, the concept of craftsmanship has various meanings in differ
ent aesthetic paradigms. When the performance artist Ann Liv Young sings in the Black 
Box theatre during this year’s festival, it sounds nothing like Salome Kammer’s inter
pretation of Kurtág at The National Opera & Ballet. Yet they both represent the best of 
performance craftsmanship in today’s art scene. It is in this diversity that Ultima 2010 
finds its inspiration.
	 At one end of this year’s programme we find choir music. Gregorian chants form 
one of the starting points for the entire Western classical music tradition. From here, 
notation and musical institutions developed and formed the backdrop for the academic 
form of contemporary music as we know it. At the other end we find the autodidact 
traditions, connected in Norway first to folk music but later also to much of modern 
electronic music including the noise music scene. And again, of course: both noise music 
and folk music have long ago entered the academies while a number of score composers 
like Giacinto Scelsi and Helmut Oehring regard themselves as self-taught.
	 For Ultima, it is important to showcase the diversity in the work of today’s musicians 
and composers, simply because it is the sum of their artistic practises that defines and 
constantly re-defines the term “contemporary music”. The complex reality of Oslo’s music 
scene at the moment, combined with the high quality of the results and open musical 
attitudes makes the city the object of international attention. The programme for this 
year tries to reflect this. You could say it is about rules or maybe the lack of them. It is 
about challenging tradition and convention so the music can develop even further, and 
continue to move us.

Arne Nordheim passed away on June 7, 2010. More than anyone I have known, Arne dis-
played a sincere curiosity and openness to new ideas and musical expressions. Though 
we have lost him he continues to put his mark on the Ultima festival. In its twentieth 
year the festival proves that there is still much to discover, if you take the time to listen.

	L ars Petter Hagen
	D irector, Ultima 2010
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	 Benedict Mason—		 From Main Hall to Broom  		 Cupboard

Benedict Mason is known for going a bit 
further than others in deconstructing the 
orchestra and the concert hall. Oslo City 
Hall is his next inspiration.

		 By Thomas Berg

The whole house: Benedict Mason works with the Main Hall, the library and the 
broom cupboard in his work for Oslo City Hall. Photo: Rune Kongsro
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– The piece starts outside the building and 
the audience will enter from the harbour 
entrance. From there, I guess they will walk 
towards the banquet hall. This depends on 
Mason’s work when it’s completed.
	N ora Ibsen is pulling the strings when 
English composer Benedict Mason’s work  
for this year’s Ultima is composed especially 
for the City Hall building. Mason practices 
the art of site-specific work: music written 
particularly for a certain building. He has cre-
ated such works for many varied locations 
such as Miller Theatre in New York, for the 
Seiji Ozawa Hall at Tanglewood, Massachu-
setts, IRCAM in Paris and Royal Albert Hall 
London. In Oslo, he has been inspired by Oslo 
City Hall. During the concert, the audience 
will be guided through the lobby, the main 
hall, the city council chamber and other 
rooms, continuously met by musicians and 
singers. 

	 Bored with traditional music concerts 
“I was bored with traditional music concerts 
where musicians came onstage for a piece, 
waited for the conductor, sat there and read 
their music and then went offstage”, Mason 
told Bomb Magazine in a 2007 interview.  

“I wanted to use the whole hall. I was fascinat-
ed by the sound of offstage music. Whenever 
there was something far away, it was always 
terribly tantalising. Distance, movement,  
direction, and resonance in the real or illusory 
use of sound are underused parameters”. 
	 – I invited Mason because I am exited 
about his approach to composition”, says 
Lars Petter Hagen, director of Ultima 2010. 
	 – His music is both personal and original 
with a lack of respect for convention. And  
at the same time connected to the European 
new music tradition, with solid craftsman-
ship as a foundation. His compositions, espe-
cially his later works, defy the normal catego-
ries for contemporary music.
	H agen claims that all music is site-specific: 
	 – Mason just makes this point more evi-
dent. In my opinion no music or other forms 
of art can be judged without taking the  
context in which it exists into consideration. 
Music arises in a certain historical period 
with its social and cultural circumstances;  
it is performed in a certain space, and the  
audience at the time has their certain expec-
tations when they come to hear the music. 
Mason uses these features to create works 
that are truly unique. This is brave. Large 
parts of the contemporary music scene 
base their work on concerts that are ready 
for touring: you practice, pack up and go. 
His music is made to exist here and now, 

for those who are there at the time of the 
performance.
	 In addition, composers already work with 
a huge number of limitations.
	 – Think about how much it takes to com-
pose for an orchestra. As a composer, you 
need to know the highest pitch of a clarinet 
and for how long a horn player can hold a 
note. And historically speaking: for compos-
ers like Mozart and Haydn, there were no 
other options than performing a work at a 
specific site on a specific occasion, depend-
ing on who had commissioned the work:  
the church, a private citizen or others. Hence 
making the music site-specific is a mere  
continuation of music history, Hagen says.

Kings and balloons
Ibsen gestures as we walk through the main 
festival hall in Oslo City Hall.
	 – I am sure Mason can make something 
great out of rooms like these. A musician 
might stand in this corner, a singer could 
stand somewhere further up on the stairs 
and a choir all the way up there, on top.  
	S he has good knowledge of Oslo City Hall. 
Twice before, she has been responsible for 
big events here. Now, she points upwards,  
to the ceiling. 
	 – Isn’t this ceiling great? It can be opened. 
When we arranged the King’s 70th birth-
day, we released huge amounts of balloons 
in blue and silver. That was fun. In the hall, 
there was the biggest gathering of royalty  
I have ever seen. But when the balloons 
came down, everyone became like children 
again, she laughs, and waves her arms to 
demonstrate how the royal guests hit the 
balloons back and forth between themselves.
	 – During the opening of the Ibsen year, 
we released thousands of pieces of rice pa-
per with Ibsen quotations. The City Hall staff 
say that they still find some of them in the 
corners. 

Montage in film and music
Originally, Mason wanted to become a film-
maker. He studied film-making for three 
years at the Royal College of Art in London. 
He liked the process of cutting in film and 
making montages. However, gradually he 
did more and more sound work for his fel-
low students and in the professional film 
industry. 
	C utting up and making new montages 
followed him from film into music. “That’s  
always stayed with me, that fundamental 
idea of montage, and editing, and putting  
it all together”, he said in 2007.
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Mason comments on his score: – Out of the 
broom cupboard into the fire: Tuba on the run!
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Ibsen rushes up the stairs from the main hall 
and towards the gallery.
	 – When they have passed through here, 
the musicians and singers that were here 
can run through the cafeteria and pop up 
somewhere else. See the two alcoves in the 
wall over there? During one of the earlier 
events here, we had a lovely singer in one of 
them. She sang like a goddess and stood on 
some boxes so the audience could see her. 
And notice the acoustics in here. This will be 
great for Mason to work with.
 

Sound sculptures
“These concert hall pieces can be thought of 
as art installations in the sense that they use 
space and sound sculpturally”, Mason told 
The New York Times in 2005. “They are the 
work of a composer, using a composer’s ear. 
But the inspiration is visual. I’m interested in 
notes and patterns and things like that, but  
I find it very difficult to start purely musically. 
Something has to trigger my imagination, 
and it’s always visual”.
	 Ibsen has stopped in front of the Edvard 
Munch room.
	 – In here, there will be someone singing. 
People are supposed to walk past the door 
and not be inside the room.
	S he rushes on. 
	 – In here, we have the library – where 
I think Mason is planning an intimate club-
like atmosphere.
	M ason told Bomb Magazine that think-
ing in terms of 24 images per second, the 
basic unit of old-fashioned film, and organis-
ing frames into units of 2, 3, 4, 6, and so on, 
helped him to think like a composer. “But 
there were quite a lot of years of struggle 
between filmmaking and actually delivering 
a piece like the first Double Concerto! I must 
say that that’s something that was helped by 
studying scores – I used to study and study 
and study scores, to look at the way some-
thing was done and try things out and hear 
the result. The best and only way to study 
composition”.
	W e are now doubling back around the 
main hall on the second floor. Before enter-
ing the council chamber, where the dele
gates governing Oslo meet to debate and 
vote. 
	 – They could have a musical meeting of 
the city council in here. See, there’s a door. 
The musicians can move through it. Mason 
cares a lot about everything that has to 
happen ‘behind these scenes’ during the 
concert.
	

Elevator and broom cupboard
Some last words from Mason, 2007: 
	 “I wanted to do something more radical, 
to get people coming in and out and play-
ing far away. My dream was a synchronized 
sound of present, absent, and distant musi-
cians choreographed across the audience  
via the elaborate placement and movements 
of the performers in the whole building.  
Corridors, elevators, stairwells, cloakrooms 
as well as external spaces like the roof and 
even adjacent parks and waterways, like I  
did later in Amsterdam – every space was fair 
game, so long as it was audible to the audi-
ence, who remained in their normal seats. 
	 “The audience’s whole acoustic percep-
tion of the musicians is emphasized in a way 
that we don’t normally have in a concert, 
because normally everything is focused on 
the stage. I’ve never found it very successful 
when the old avant-garde used to put musi-
cians close to the audience. The further the 
space expands beyond the listening area,  
the more poetic things can be, and the more 
inventive and acute people can be in their 
imagination when they’re listening – they’re 
not confronted by the distraction of musi-
cians in close proximity. It gives the audience 
much more freedom to invent in their own 
mind what they want to interpret from what 
they’re hearing (…)”.
	 Ibsen and I descend down the stairs 
back to the main hall. All is quiet, except 
for the drone of a group of German tour-
ists in the banquet hall, and a man scraping 
chairs along the floor before lining them 
up straight as an arrow. In September, this 
house will, to put it like Mason, be filled with 

“sound that floats our way from the back-
ground of deserted places; the voice that 
suddenly materializes from some forgotten 
corner of our memory … ”.
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	M arina Rosenfeld—	
	Tee nage Riot

Observing teenagers on the subway in
New York, Marina Rosenfeld got the idea
of using iPods instead of notation for her
cover version of György Ligeti’s Lontano.

		 By Anne Hilde Neset 

All mixed up: artist and DJ Marina Rosenfeld puts her 
own spin on Ligeti. Photo: Stefano Giovannini
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Teenage Kicks: – It’s somewhere between a cover and an interpretation, says Marina Rosenfeld about 
Teenage Lontano. In Rosenfeld's work, a choir of teenagers will be “covering” György Ligeti’s orchestral 
work Lontano from 1967, while they are hearing Ligeti’s work through headphones of mp3 players. 
Photo: James Ewing



12

 
	 Thursday 09.09.
 
 
17.30	P re-concert talk

Fabrikken

Marina Rosenfeld in 
conversation with 
Anne Hilde Neset 
prior to the concert 
Teenage Lontano.

Admission free. 

 
18.00	 Teenage Lontano

Fabrikken

Marina Rosenfeld: 
Teenage Lontano

Contributors: 
A teenage choir

Produced in collabo- 
ration with Ny Musikk.

Admission: 150/100
 

– I’ve always been interested in the social 
conditions a musical work demands and  
I’ve always been troubled by the lines drawn 
around certain musics, says Marina Rosenfeld 
when I ask her why she wrote a cover version 
of Hungarian modernist composer Györgi 
Ligeti’s composition Lontano. Rosenfeld’s 
version is made for 30-odd teenagers using 
MP3 players instead of notation, with a rotat-
ing metal loudspeaker overhead.

No sharp corners
With its fluid nuances and continued har-
monic flotation, the original Lontano, 
written in 1967, was partly inspired by the 
light streaming  through Sainte Chappelle’s 
immense stained glass windows. The score 
may not have unusual notation or instru-
ments, but its liquid structure inherent in 
the micropolyphonic piece, as Ligeti himself 
named it, is a notoriously difficult piece to 
perform – but wonderfully simple to listen 
to. Like wandering into a mist, the listener  
is bathed in fluid harmonies. 
	 “No piece of his combines so sensuous 
and strange a voyage with such an absence 
of incident or definition”, writes Richard 
Steinitz in his biography of the composer, 
and indeed, in Lontano there are no sharp 
corners.

Constant flux
– I love Lontano and find aspects of it fasci
nating, especially how the impression of 
‘clouds’ or blurred edges – the sense of con-
stant flux – is paradoxically achieved with  
incredible precision in the notation and  
orchestration, says Rosenfeld. 
	 – It has a level of notational articulation 
that takes the piece outside of the realm of 
the possible for most people who encounter 
it. In other words, it is a highly specialized 
document – as it must be – but I couldn’t 
help wondering what it would be like to  
expose its architecture to a different audi-
ence, different performers.
	 So Rosenfeld took this modernist, super 
complicated composition mired in the uto-
pian ideas of the late 1960s, transcribed it 
to voice, and thrust it into the hands of our 
technology savvy teenagers, some undoubt-
edly bleary-eyed from watching Idol on 
repeat. It is a gesture that illustrates Rosen-
feld’s continuing interest in the politics of 
performing on a stage, crossing boundaries, 
and her subversion of ideas around skills  
and professionalism. 
	

Classically trained DJ
As a classically trained pianist and composer 
herself, she quickly ditched traditional instru-
ments in favour of turntables that, with their 
DJ connotation, itself goes against the grain 
of the classical environment she was brought 
up in. As a performer and composer, Rosen-
feld makes her music by recording instru-
ments on her own dubplates and composing
pieces from them, in effect DJing with her 
own recorded one-off records. She has per-
formed alongside numerous ‘turntablists’ 
working in experimental music such as Chri- 
stian Marclay, Martin Tétreault and Otomo 
Yoshihide. 
		

Musical nail polish bottles
She has also made pieces that specifically 
target the question of what is allowed on 
stage and what is not. I had the pleasure  
of working with her at the Tate Modern in 
London in 2006 as part of her piece Sheer 
Frost Orchestra – a work she conceived at 
art college back in 1993 – in which she picks  
a host of female non musicians, teaches 
them to play electric guitars with nail polish 
bottles, and directs the orchestra while they 
are sitting in a line on the floor. 
	 – That piece deploys a guitar-playing 
technique that is actually better performed 
by novices than by trained guitar players.  
If you study the technique, you actually will 
lose the ability to do it well, she explains.
	 – But why teenagers?
	 – I’d wanted to do a piece with teenagers 
for some time – they are an extremely rich 
‘material’, if I may say that, whose relation-
ships to music and obviously technology are 
unique historically, but also well known to us 
from our own childhoods. I think we can all 
remember the intensity of our relationships 
during those years to certain music, and to 
the idea that the music we somehow carry 
with us ‘means’ something about us, about 
who we are, she explains. 
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The anthropology of Idol
On last year’s record Plastic Materials (Room 
40), she meshed extracts of recordings of 
Teenage Lontano into her own electronic 
composition, complete with in between 
banter and giggles. 
	 – I was interested in American Idol. That 
a way of singing, a highly embellished, orna-
mental, dramatic style, now pervades other 
kinds of singing – across racial, political and 
cultural lines. Now everyone sings like Stevie 
Wonder essentially – a highly emotional style 
full of artifice. It’s a sort of code, it’s a style, 
it’s a fashion; and that seemed interesting 
to me, to bring kids in from say a style or a 
cultural habit.
	T here is an element of the objective an-
thropologist about Marina Rosenfeld when 
she speaks about using different ‘material’ 
for her compositions, be they teenagers,  
unskilled musicians, instruments or sounds. 

	 Gagdets and identity
When she went around schools to recruit 
singers for the first staging of the piece  
at New York’s Whitney Biennale in 2008, she 
spoke to the pupils about how teenagers’ 
reliance on technological gadgets were per-
sonal identity markers that reminded her 
of the relationship to objects one could ob-
serve when going back to mummified human 
remains where objects were found buried 
with humans. And observing teenagers on 
the subway in New York she got the idea of 
using iPods instead of notation. 
	S he discovered they were listening to 
one iPod together, with one earphone each 
– with an ability to mentally block out sounds 
coming into the other ear. As well as being a 
solution to how to give the performers cues 
(what they hear in the earphones are instruc-
tions and pitches from Rosenfeld), the use of 
MP3 players also opens up questions about 
private and public sound, isolated and group 
listening. 
	 – I could use that interesting limbo be-
tween isolation and the group that was really 
easy and common for them, listening intent-
ly to their own music while surrounded by 
the noises of the city or on the subway and 
so on. They could choose to selectively block 
out the rest of the group’s pitches – which 
was necessary in order for them to sing the 
dense, complex tone clusters of Ligeti’s  
composition – when they needed to. They 
could in effect turn their other ear on and 
off, she explains.

	 Sound exeeding the visual
Over the performers’ heads rotates a large 
metal loudspeaker which throws sound 
around in the room 360 degrees. She devel-
oped this with the help of legendary sound 
engineer Bob Bielecki – who has previously 
worked with Laurie Anderson and La Monte 
Young – and Arup Acoustics in New York. 
	 – It rotates at about 33 1/3 rpm and was 
meant to both evoke the movement of an  
LP on a turntable – which to me supports the 
notion of the work as a remix or re-iteration 
– and to literally sweep the walls of the hall 
with sound, she explains. 
	 – The piece is visually quite static, not 
unlike a normal concert, but the sound is ex-
traordinarily dynamic, as the speaker instal-
lation, which includes that rotating speaker 
and also an amplified version of the vocal 
score in a long array high over the heads of 
the chorus, seems to move into the room in 
surprising ways that kind of exceed the visual 
in the piece.

Focus and blur
The rotating loudspeaker emits Rosenfeld’s 
composed electronic layers that literally float 
overhead – an effect close to Ligeti’s original 
idea of sonic mists and micropolyphonic 
sound clusters. 
	 Teenage Lontano’s vaporous textures 
ebb and flow similar to its original version, 
where sonic shapes emerge and recede, 
come into focus and blur, one after another 
and the listener can never be quite sure of 
where the sound is coming from. It adds up 
not only to an exceptional experience on 
an aesthetic level, but one also riddled with 
intricate conceptual meaning and sculptural 
qualities. 
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Beautiful stranger: From Trine Falch’s performance National Spesial
Photo: Gisle Bjørneby 

	 Essay—		 Theatre Craftsmanship

The scruffy public-mindedness we 
encounter in the works of Ann Liv 
Young and Trine Falch challenge 
a lot of people’s view on what art 
is supposed to be.
				  		 By Elisabeth Leinslie
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April 29 this year, Trine Falch’s performance  
National Spesial opened at the National Thea-
tre in Oslo. This performance took a closer 
look at the art, culture, spaces, economy and 
history of the theatre. The audience met an 
actress with a completely different percep-
tion of her own presence than we are accus-
tomed to at this instutitional theatre. The  
classical way of representing something or 
someone else (normally a human being) was 
completely missing. Apparently, Trine Falch 
was herself. With a direct, no-nonsense style, 
she told fragments of the theatre’s history 
and guided us around through the theatre 
building. 
	T rine Falch entered the artist collective
Baktruppen in 1988, two years after the group 
was established by students at the drama 
institute at the university of Bergen. At this 
time, there was a flourishing art scene in 
the city – it has existed ever since, but the 
inspired art scene, across the arts, seemed 
to really burst out in the mid-1980s. A result 
of this was a thriving performative avant-
garde arts. 
	 As Trine Falch and Baktruppen were a 
part of this avantgarde scene, right from 
the start they were at the forefront in the 
work of problematising the conventions of 
European (and in particular Norwegian) art. 

A modernist quagmire
In Norwegian theatre, the classical conven-
tions based on craftsmanship have always 
dominated. The actors have a psychological-
realist style of performing and a presence 
within Stanislavsky’s system for moder drama. 
The dramaturgy has a strict form and is easily 
accessible, whether it is linear or not. Noth-
ing is, or seems to be, a coincidence. And the 
ontology of place is rarely a part of the work.  
	T his classical tradition based on crafts-
man-ship still dominates most of the theatre 
institutions in this country. Norwegian thea-
tre has lost its way into a modernist quag-
mire – it has chosen to institutionalise a few 
aesthetic and methodical understandings 
of what theatre should be, at the expense 
of other understandings. This theatre has 
fetishised itself as a dominant ideology, an 
ideology of what exactly the art of theatre  
is which unfortunately also has spread to  
audiences, critics and journalists. 

Alternative representations
When dealing with the problems of the con-
ventions of art by using art itself, it is no use 
to carry on in the same aesthetic footsteps 
as the object of criticism – and to rely on a 
clear-cut text in order to do the job. The only 

result is a pseudo-criticism of the consens-
us, and therefore the critical forcefulness 
of the work is lost. In order to be critical  
and try to display other alternatives, it is 
also necessary to think alternatively when it 
comes to form. In other words, it is crucial 
that the work (with all its devices) shows an 
alternative world. 
	T he main issue here is how a work pro-
duces ‘alternative representations’ of the 
world and its many different institutions. 
Rather than repeating existing performances 
– even if repetitions like these are made in 
so-called critical terms.  
	 National Spesial excellently demonstrates 
how a work can have a critical function. This 
more than anything is achieved by Falch’s 
work of imploding the classical theatre based 
on craftsmanship. 

Nonchalant theatre
The equivalent of the theatre tradition based 
on craftsmanship chooses not to relate to 
set conventions on perfection within thea-
tre – neither aesthetically, methodically nor 
dramaturgically. In avantgarde theatre, we 
find other opinions of what can be expressed 
and how. Implicitly in this, there is a natural 
critisism of consensus. The classical crafts-
manship theatre has in other words lost its 
superior status in this part of the Norwegian 
theatre landscape. Instead, the conceptual 
mindset has gained ground.  
	W hen it is not the aesthetical quality 
of the experience in itself that matters the 
most, but the quality of conceptual experi-
ence, again we touch upon the question of 
what the art of theatre should be. In National 
Spesial, we were confronted with a work that 
played with imperfection and dilletantism 
and incorporated the qualities of space and 
situation into the play itself.
	H alf the time, Falch “forgets” her lines 
and the order of the stories and the acts (be-
sides being unable to stick to the schedule), 
leaving us with an impression of her as be-
ing nonchalant. As if she does not really care 
about what is correct. As if the most impor-
tant message is her own idea of how theatre 
should be made, and bringing this ideology 
into a close encounter with the ideology she 
aims her critisism at. And it is just that – at 
least one of the most important ones. 

”Amateurism” 
A self-imposed “amateurism” like we saw 
in National Spesial exhibits other attitudes 
too and uses of physical presence, talking 
and storytelling, space and scenography, 
text, dramaturgy, relations to the audience, 
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so-called high and low arts. It displays a kind 
of dissolving of ‘the perfect work of art’. 
	T his sort of theatre work resounds 
strongly in the avantgarde traditions. By at-
tempting to break free from and highlight 
authoritarian forms of experience, avant-
garde theatre has in all times utilised art as 
a space for criticism of rationality and power 
structures. That Falch is allowed to do this 
within an institution preserving the classical 
theatre tradition signals that the National 
Theatre takes the arts and itself seriously. 
The project shows a self-realisation beyond 
being a house of entertainment. 
	 Another artist working within this avant-
garde tradition is the American Ann Liv 
Young. She displays a totally carefree attitude 
towards traditional aesthetic perfection. She 
sings off-key, forgets the lyrics, dances like 
an amateur (even though she is a trained, 
professional dancer), heaps abuse on the au-
dience, goes berserk on stage (unintention-
ally), does not care about technical problems 
etc. Several of Ann Liv Young’s works sharply 
criticize popular culture and its aesthetic 
perfection, sex-fixation and shallow con-
tents. It is easy to counter with Young’s own 
sex-fixation, and this point is valid. There is 
not a single Ann Liv Young work without live 
sex, or so she claims herself. 
	T he scruffy public-mindedness we en-
counter in the works of Young and Falch will 
challenge a lot of people’s view on what art is 
supposed to be. By showing that a diversity 
in art is more normal than it is marginal, they 
expand the boundaries of what is good thea-
tre art.

Good and bad art
When the artistic idea and vision becomes 
more important than aesthetic and drama-
turgical perfection, the criteria of quality 
are also shifted. They become relative and 
dependant on context – and thereby have 
to be adjusted for each project, sometimes 
for each individual production of the same 
project. This means that artistic quality also 
has to do with being able to reflect new 
contexts. A theatre production exists only in 
light of its context; it exists when meeting its 
audience, it is part of a discourse and related 
to other works, theories, arguments, friends 
and foes out there, in the world. Without a 
context, the work is invisible and empty. 
	 In other words, the standard for what is 
good and bad theatre art must be redefined 
continually. And today it is crucial that the 
ones who are judging quality in art, have an 
understanding of conceptual ideas and are 
able to read the context the work operates 

within. Well, this is wishful thinking. Reality  
is different. All the time, we read critics argu-
ing from some ‘strange’ angle, seemingly re-
moved from the basic ideas in the work. This 
is the exact reason why the critic must ex-
pose his or her criteria and thereby become 
vulnerable for criticism. He or she must dare 
to become a part of the discourse in order 
for it to be expanded and contribute to new 
and broader deliberations. 
	O ne of the main objects for a critic is to 
put a work of art into a bigger discourse and 
to create new ones. But the ones doing this, 
only occasionally get a response. The public 
grounds for discussion on modern theatre in 
Norway are not yet fertile or candid enough 
for the debates to gain any results. For the 
artists and the reception of the works, it can 
cause problems when the specialists com-
pletely misunderstand what they see and 
hear when facing the work. The fact that art-
ists do not respond when critics misunder
stand their works amazes me. Thereby the 
artists contribute in burying a fruitful dis-
course regarding their own art.
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Young’s Cinderella is a reinterpretation of 
the classic fairy tale, inspired by versions as 
disparate as Disney’s and the macabre Grimm 
brothers’. It is a one-woman show starring 
Sherry, Young’s southern wildcat alter ego. 
Sherry, playing all characters, confronts 
personality extremes of kindness, helpless-
ness, and wickedness in conjunction with 
the stereotype she deals with most directly 
in her own life, the aggressive woman. We 
watch as Sherry and these storybook charac-
ters tackle decisions together and learn from 
one another. What unlikely similarities will 
we find? Why does one tend to prefer the 
demure Cinderella over the bold and asser-
tive Sherry? Ultimately, Sherry criticise male 
authorship which created one-dimensional 
female characters (Cinderella, the fairy god-
mother, the wicked stepmother and step-
sisters) in ways which were pleasing to men. 
Our version of Cinderella pleases no one.
	 Ann Liv Young has presented works in 
a diverse range of contexts across Europe 
including the Apartments project with Brut 
Wien (2009) and the Donau Festival, Krems 
(2008, 2009). She has also presented works 
with Chicks on Speed in Hamburg (2009) 
and most recently in Malmö, Sweden (2010). 
Young’s controversial work continues to 
stimulate a wide range of press and public-
ity as in the Sherry vs. Kanye event as part 
of PS122 (2009) which included press cover-
age by the New York Times and MTV. Most 
recently Young’s performance at PS1, Sherry 
vs. PS1 (2010) has been subject to world-wide 
debate. Young's new work, Cinderella, will be 
premiered in Jersey City in late August early 
September and will then go on a European 
tour in the fall.

	A nn Liv Young—
	 Cinderella

Most of you know Cinderella 
from fairy tales or Disney  
movies. Cinderella puts up 
with a lot of strife searching 
for her destiny with Prince 
Charming. She is confronted 
with judgment by her step-
mother and stepsisters who 
are all very jealous of her. She 
overcomes her obstacles with 
the help of a fairy godmother 
and a little bit of hope.

	 By Sara Wegge

In love with a fairytale: Ann Liv Young tells her not-so-children-
friendly version of the classic Cinderella story. Photo: Erica Beckman

 
	 FRIDAY 10.09./
	  
	Sa turday 11.09./ 
	  
	Su nday 12.09.
	  
	 All nights at 21h
	  
 
21.00	 Ann Liv Young:

Cinderella
Black Box Teater

Produced in colla- 
boration with Black 
Box Teater. 

Admission:  220/140
(Discount for stu-
 
dents and holders 
of Scenekort.) 
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	 Verdensteatret—	
	T he Nervous Engineers

Verdensteatret are the handymen of 
drama situated somewhere between 
concert, exhibition, theatre and film. 
What they will be showing us at the 
Ultima festival in September, only time 
will tell. 

	 By Thomas Berg

Nervous: – When the devices are running, we are on the edge of our
seats, says themembers of Verdensteatret. Photo: Verdensteatret

Borderline: – We call ourselves a narrating orchestra. We 
tell stories without a beginning or an end, because real life 
doesn’t work that way. Photo: Verdensteatret
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– Stop, stop! There isn’t any sound. Switch  
it off and start over. 
	 In the dimly lit rehearsal space, we are 
surrounded by a large amount of devices 
apparently assembled by a mad professor 
assisted by inventor and bicycle repairman 
Reodor Felgen of Flåklypa. “We” consists 
of the Verdensteatret theatre group and 
Ultima’s journalist. The time is March, in the 
preparation phase for their latest synthesis 
of art forms. The mood is fairly anxious.
	 – OK, let’s try that again.
	 A huge apparatus, resembling a bouquet 
of sunflowers, garlands or enormous cocktail 
parasols, suddenly starts to move again. 
	 – Why isn’t the top lever moving?
	 – It was supposed to.
	S ome swearing can be heard.
	 – No, wait. It works now. Yup.
The flowers, garlands, parasols or whatever 
they may be, nod and turn like they’re sup-
posed to. They glow beautifully in the dark, 
and the sound is synchronized with the move-
ments. The anxious mood in the room is not 
settling, but is accompanied by a silent en-
thusiasm and trembling joy. Soon, one of the 
other devices makes sure that a wall is filled 
with clouds while one of the garlands lets a 
zeppelin slide across the horizon. Music, film, 
silhouettes, puppetry, prisms and lights form 
a crackling, creaking whole. Maybe.

The Factotum Collective
So what is all this? Don’t ask the perform-
ers in Verdensteatret – they’re not entirely 
certain what they have actually made or how 
the end result will be. One thing is for sure, 
however: all the devices, each in their own 
way, form part of a performance they will put 
on at Ultima. Working title: And all the Ques-
tionmarks Started to Sing.
	 – We’re making everything up as we go 
along. No wonder it turns out a bit weird.
	T he people we meet are Christian Blom, 
Lisbeth J. Bodd, Håkon Lindbäck, Asle Nilsen 
and Piotr Pajchel. This interview will not 
distinguish between who said what during 
the conversation. Besides, there is no point 
in specifying: in Verdensteatret, everyone 
does everything. 
	 – The project is cross-cultural. It consists 
of musicians, painters, sculptors, composers, 
photographers and programmers, and it all 
meshes together. We never know where we 
will end up when we begin, and we never 
credit any single participant for having done 
a specific task, because in the end we can 
never really figure out who did precisely 
what. Everybody has taken part in everything 
from welding equipment to mopping floors.

	 – We are intermedial. A lot is going on
at once. 
	 – This is like a composition, but not like 
in music, because so much else is going on 
simultaneously. We tell multiple-layered 
stories in an audiovisual, spatially founded 
communication.
	 – When this will be performed at Ultima, 
the installation will also feature people walk-
ing around, doing things with the devices. 
	 – We tend to say that the process leading 
to the end result is more intelligent than 
what we manage to contrive in advance. 
Therefore we never plan anything. The proc-
ess is intuitive and improvised. 

Around the World 
Lisbeth and Asle founded Verdensteatret in 
1986. Today they have six or seven core mem-
bers, but a project might involve up to 17
people. They have carried out several proj-
ects since they first started. Tsalal (2000–2002) 
was based on a journey from Kiev to Istanbul,
Louder (2007) on a journey to Vietnam and 
Concert for Greenland on a journey to, well, 
Greenland. They seem to live up to their na- 
me: Verdensteatret meaning ‘world theatre’.
	 – The name was chosen just for fun. 
We aren’t really a theatre.
	 – In the past, almost all cinemas in Norway 
were called Verdensteatret. The word is real-
ly nice. But we could just as well have called 
ourselves Fortellerorkesteret (‘the story
telling orchestra’), the name of one of our 
earlier performances. That word is also really 
nice.
	 – This production is the first which is not 
a result of us travelling somewhere.
	 – Some have asked us to make site-specif-
ic performances, but we do not master this 
very well. Things can not be forced. Then we 
just get troublesome.
	 – We are now on our way to Guangdong, 
China. Sorry that you had to catch us while 
we’re so stressed, but we leave the day after 
tomorrow, and we haven’t finished every-
thing. We would love to have three or four 
months more. Only now things start to work 
for us. We are going to develop this further 
in the evenings after the opening in China. 
	 – Only now we really start to realize what 
we are able to do with all the devices we 
have spent all this time making. Now we see 
what potential they have. 
	 – The devices and the technology is some-
thing we make as we go. What we make is 
controlled by our needs.

	  
	T hursday 09.09./ 

Also played 10., 11.,  
12., 14., 15., 16., 17.09.
All nights at 19h 

19.00	 Verdensteatret
Opening night: 
Black Box Teater

And All the Question-
marks Started to Sing 
(Electric Shadows) 
WP

The production is a 
collaboration between
Verdensteatret, Theatre 
der Welt, Black Box 
Teater, BIT Teatergar-
asjen and Avant Art 
Festival.

Admission: 260/180 
(Discount for students
and holders of Scene-
kort.)
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Intermezzo 1: Device 1
In its simplest form an assembly of objects
for shadow puppetry and animation. Asource
of light, objects, a lens and a wall for projec-
tion. A movie is played in the background. 
The objects are made of thread and glass, 
fastened to robotic arms in order to make 
them move and interact. They almost look 
alive, being projected in a big format on the 
wall. 

Device work
– We started the work with the devices at  
a steel dealer on Alnabru in the east of Oslo. 
We bought the rods, plates and pipes as raw
material, directing how the outline will be.
The material wants to go in certain directions.
	 – Though it is metal, it still gets an organ-
ic look. Making them is as much nitty-gritty 
work as embroidery. This time, we started 
with an idea about the use of lenses. We have 
worked with shadows and such earlier, and 
making pictures, projecting and constructing 
3D-pictures seemed like an evident develop-
ment. 	
	 – Device number 2 broke last weekend. 
I thought it was over, but the steel guy fixed 
it. Sometimes I wonder if we should call our-
selves The Nervous Engineers instead. We are 
highly strung when the devices are moving.
	 – Disciplining this is possible. Takes time, 
though. It takes a lot of rounds before it 
strikes home.
	 – Blending in old and new technology  
is exciting for us.
	 – Some of the most fun with the devices 
is that all is open. The audience can walk 
around among them and see how everything 
works. All the secrets behind the magic tricks 
are revealed, but some of the magic is still 
preserved. 
	 – In fact, we rather prefer not to show-
case the technology we are using.
	 – We do not agree on what this express-
es. We do not discuss much while we work, 
everybody does their own thing, everybody 
sees different stories. We also hope that the 
audience will make their own interpretations. 
	 – Every time we test the devices, we dis-
cover new things they are able to do. I have 
the feeling that we have built an instrument 
menagerie that has the potential for making 
twenty new works. For five years to come, 
we would have different varieties to work 
with.	
	 – You just have to get going and explore 
what is new. There are so many ways to com-
bine them.

Intermezzo 2: The Funeral Machine
Old bicycle parts form the stem. The wheels 
have motors and sensors. The wheels control 
sounds and images. One of the wheels allows 
the zeppelin hover against the walls. Another 
wheel turns, and a huge seagull flaps its
wings. Dressed in funereal flowers they turn 
and play music, like an orchestra following 
the dead to their grave. 

Potatoes
– The Funeral Machine can turn into a Wed-
ding Machine at the drop of a hat. You just 
have to change the light and the music. 
Right now, it plays Italian funeral marches.
	 – The devices give us a neutral starting 
point. What we use them for is entirely up  
to us. They provide us with a universe where 
all you have to do is get going and explore. 
	 – We let everything go and look, listen 
and control, because it is important to hold 
on to and take care of what is valuable. Then 
we let it all loose again. Finally it becomes  
a composition and a performance.
	 – Or an exhibition. In Austria, the same 
work was presented both as a concert and  
as an exhibition. We are versatile in that  
respect. Like potatoes. What do you want  
us to be?
	 – We like it on the borderline between 
the concrete and the abstract. We call our-
selves a narrating orchestra. We tell stories 
without a beginning or an end, because 
real life doesn’t work that way. The stories 
jump from place to place. Everything gets 
a dreamlike shine to it. No, wait, I don’t like 
that phrase Instead, I’d say that they are 
structured by an unreliable memory. 
	 – For us, this is a completely logical thing 
to do.
	 – Yeah. [laughs] Fancy that. 
	 – In the end you create a universe of its 
own where this is the most natural thing to 
do, day in and day out. 
	 – We deal with the problems when they 
turn up. And they will.
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Lettuce Music for Sten Hanson
The piece requires two performers, a head of lettuce 

on a music rack, a whistle and a small charge of 
explosives. Short signals on whistle. Head of lettuce 

explodes: A green rain. Long signal on whistle. 
– Bengt af Kintberg, 1963.
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	Ensemble Mosaik—
	Work and Working Together

“	What you do, is nothing but exploitation!”
“	What we are listening to, is not your music!”		T hese outcries were heard during the world
	 premiere of Fremdarbeit by Johannes 
	K reidler in Berlin last year.

	By Emil Bernhardt and 		Ingrid Sande Larsen
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Thursday 09.09. 

 
20.00	P re-concert talk

Parkteatret Scene

Johannes Kreidler, 
Enno Poppe and  
Annesley Black in 
conversation with 
Emil Bernhardt.

Admission free.

 
21.00	E nsemble Mosaik

Parkteatret Scene

Annesley Black:  
 
Snow Job WP
Johannes Kreidler: 
	 Fremdarbeit
Thomas Meadowcroft: 
	 Greed and Shortage
Enno Poppe: Salz

Produced with 
support from Goethe 
Institut Norwegen. 

Admission: 150/100

Educated in Freiburg under Mathias Spahlin-
ger, it is no wonder when Kreidler’s actionist 
works also are a strongly critical and politi-
cally alert in character. In recent years he has 
drawn notice to himself with sensational  
actions that above all illustrate the challenges 
of copyright when facing digital technology, 
and in the work Fremdarbeit, the idea is ex-
panded to include as well the so-called out-
sourcing of work.

Wedding music
– Xiang has studied at the Beijing Conserva-
tory of Music. The charges for his composing 
services start at ten dollars, Kreidler tells the 
audience during the performance of Fremd
arbeit while distributing photo portraits of 
the composer he has hired. 
	K reidler further says that China was a nat-
ural country for him to choose, since the 
country already is known for plagiarism. But 
contemporary music was unknown to Xiang:	
	 – He was accustomed to write music for 
Americans, for their weddings and funerals. 
But for 30 dollars, he accepted to join in on 
this project with Western avantgarde music. 

	K reidler also needed a cheap program-
mer, and it felt right to turn to India.
	 – The programmer R. Murraybay has ex-
cellent references. He did the programming 
job for 15 dollars.
	D uring the performance, the music 
comes to an abrupt halt. Murraybay’s com-
puters have calculated a sequence of notes 
with a pitch ovutside the piano’s reach. 
When this occurs, the musicians stop playing 
and Kreidler grabs the microphone to explain 
what has happened in the process of compo-
sition. After this, the piece continues. 

Work in music
The distribution of the work behind a musi-
cal piece has been done in several ways 
through time. While the baroque masters 
not only had to write their sheet music, but 
also be responsible for rehearsals, organize 
and carry out practise and concerts, we are 
more familiar with the romantic genius with-
drawn and above the more trivial sides of 
making music. Now, the pendula have swung 
back, and today it is normal that the process 
of composing also contains collaboration, 

Globalized: For a few dollars and Chinese and Indian labour, Johannes Kreidler got what he 
needed for his work Fremdarbeit. Photo: Leowee Polyester
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conversations and organisational involvement 
in several ways. Many composers also partici-
pate in the performance of their own works 
– this last thing is of course not a new 
phenomenon.
	T he Berlin-based ensemble mosaik is an 
obvious example of this tendency. From the 
beginning in 1997, the ensemble has consist-
ed of both composers and instrumentalists. 
Most of the members are also actively in-
volved in jazz, early music, improvisation, 
electroacoustic experimental music etc.  
An explicit goal for ensemble mosaik is to ex-
plore the plenitude of aesthetic approaches 
within contemporary music today. In this 
way, they want to set new standards for what 
we might call current performance practice, 
an activity where working closely with young 
composers willing to experiment goes with-
out saying.

A spontaneity skeptic
From 1998, composer and conductor Enno 
Poppe (b. 1969) has been engaged as the 
conductor for ensemble mosaik. However  
it is as a composer he is most widely known, 
and he is considered one of the foremost 
younger composers in Germany today. 
Poppe’s work is characterised by a thorough, 
focused craftsmanship – just read his own -
programme comment for Salz, his work that 
will be performed by ensemble mosaik at 
Ultima this year: 
	 “I took my microscope, and put things 
under it that were actually too big. For years, 
I’ve been working with increases, with proc-
esses of growth or decay. So it was time to 
put this dramatic strategy itself in the fore-
ground, and apply some tests. Salz consists 
of 125 increases: waves that are arranged in 
waves. So gradually, everything gets ever 
faster and louder”. 
	R eading this, it might not surprise any-
one that Poppe himself has stated that he is 
a spontaneity skeptic. The focused discipline 
in the process of composing has also a deep-
er purpose: the musical aesthetics of Poppe 
is formed when the systems are pushed to 
the verge of what they are able to endure. 
This is also apparent in the way he uses the 
Hammond organ in Salz:
	 “The sound is stamped by a 32nd-tone 
Hammond organ (so 192 notes per octave). 
Initially it just plays a rather slow chord se-
quence, almost imperceptibly shifting up-
wards. The presumptuous desire here is to 
relate all details to one another, in a themati-
cally embedded way”.

A sphere of interaction
Where the compository work of Enno Poppe 
might primarily take place on a level of the 
work and the material, Johannes Kreidler also 
moves beyond this. 
	K reidler was born in Esslingen in 1980.  
He is part of a generation of composers who 
have stepped out of the role of the isolated 
genius. He has even, on more than one occa-
sion, said that “culture comes into existence 
by collaboration”. 
	 For the composers and musicians of to-
day, it is all about creating a sphere of inter-
action, an open situation where different 
qualifications can be played out against each 
other and where the need for response  
is just as important as the will to express.  
In such a world, the idea of the originator  
or copyright holder is also questioned.
	 Calling this craftsmanship seems dubious, 
even suspect. Nevertheless, the musical 
work in a broad sense undoubtedly also has 
a social aspect. Kreidler is conscious of this, 
and not surprisingly, he has his answers 
ready when shouted at by audience members 
about exploitation, plagiarism and a lack of 
originality: 
	 “Well, that’s globalisation for you. This 
keyboard was probably made in China, and  
I believe my clothes were produced in Third 
World countries. (…) Of course this is my  
music! I bought it, and the patent is mine. 
But no one can really own a work of art, not 
even the Asian composers”.
	 It seems obvious that Kreidler’s project 
highlights one of the darkest and most with-
held sides of globalised capitalism. At the 
same time, the problem of the authority of 
the originator is also raised: is it possible to 
speak of plagiarism in this matter? Because 
in that case, the “originator” himself is 
responsible. 
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Likes contemporary music: – At first I thought it was difficult. Now I listen in 
a different way, in a better way, and there is so much nice music, says violinist 
Sara Övinge. Photo: Rune Kongsro

		S  ara Övinge & Ida Bryhn—		 		  Practice Makes Something		 		New 

Viola player Ida Bryhn (28) and violinist 
Sara Övinge (20) talk about talent for 
practice and the pleasure of contempo-
rary music. 			 	 By Thomas Berg
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We met Ida and Sara for a conversation about 
festival music, instruments, practice and 
emotions.
	 – We will do different things. What Sara 
will do, I have no idea.
	 – Me neither.
	 – Maybe I will do a headstand.
They laugh.
	 – You go first, Ida!
	 – I will do something I’ve been looking 
forward to all my life: perform the work 
Naturale (Su melodie siciliane) by the Italian 
composer Luciano Berio. It was written for 
percussion, tape recorder and viola and is 
based on Sicilian folk music.
	 – Tape recorder?
	 – Or maybe “tapes” is more accurate. 
Tapes with the original song. The Sicilian folk 
song is something special, not at all like the 
Norwegian one. It is more rhythmical, closer 
to cow-calls. Southern cow-calls. I look for-
ward to playing with a percussionist, some-
thing I have never done before. Eirik Raude 
from the Oslo Philharmonic Orchestra will  
be handling the percussion.  
I will also perform some pieces by Hungar-
ian György Kurtág. Finally, I will perform a 
piece I’ve commissioned from a guy called 
Emil Bernhardt. He’s at home writing it right 
now. He’s a childhood friend, a fine musician 
who stopped playing and started composing 
instead.
	 – I will play some Kurtág too. A violin 
piece called Signs, Games and Messages. 
It consists of many little pieces.
	 – There is a viola version too. In these 
pieces I think what he does is collect ideas. 
They seem like they are intended as com-
ments to people about what is going on. Like 
he’s describing his own circumstances in life.
	 – There are two composers writing works 
for me right now: Martin Rane Bauck from 
the Norwegian Academy of Music, and Marie 
Samuelsson, one of the greatest composers 
in Sweden today in my opinion.
	 – And she writes for you?
	 – I won a contest, a listener’s award on 
Swedish Radio P2, in which the prize con-
sisted of her composing a work for me. We 
can expect an original work full of surprises. 
Probably something besides violin playing  
as well - maybe some singing or screaming.
	 – Are you ready to scream?
	 – Absolutely. And I will play music by Gisle 
Kverndokk. I’ve played him before.
	 – Will you be playing with anyone else?
	 – No, this will be a solo set. But I promise, 
I will vary musically.
	 – Ida, you claimed that you’d been looking 
forward to playing Berio all your life…

	 – Not all my life. Maybe half. The first 
time I heard the piece performed, was in  
Italy. I remember the mood clearly. It was 
in an Italian church on a scorching summer 
night, and it made a lasting impression.  
Later, I have heard it on several occasions.
	 – How do you find practicing? Ida?
	 – I would say that talent often is men-
tioned when it comes to younger perform-
ers. But the most important thing is the 
talent for practicing. Without it, becoming a 
good performer is impossible. You also need 
a method, and for that you need a teacher 
to teach you the craftsmanship of handling 
instruments. It’s fun to think that there are 
different schools, like the French or the  
German, that among other things regard 
how you grip the bow, and that your teacher 
had a teacher who had a teacher, and that 
we have a family tree pointing to where our 
technique comes from. I know that there is 
a line from my teacher to the Scottish viola 
player William Primrose, and that feels good 
[laughs]. 
	 – Who was your teacher?
	 – Kim Kashkashian.
	 – Seriously?
	 – Yes.
	 – Sara, how are you dealing with 
practice?
	 – For me, all technique is shaped by the 
technical. I rarely think about the technical 
side of things, I just try and try again until  
I find the tone or sound that I’m looking for. 
If I don’t succeed, I play a few more times 
and try again and again. But in a certain mo-
ment, I have to put it away because I can 
only do it for so long. Then I lay it to rest for 
a few days. I do everything I can not to wear 
myself out. There is a lot going on, also out-
side of the practice.
	 – Ida?
	 – Musicians are different. Some strive 
for perfection, and that’s fine. Closing in  
on perfection can be a powerful expression 
artistically. But for me, technical perfection 
is not the main thing. And if you find perfec-
tion during practice, it’s not something that 
can be cast in iron. Something will always 
happen that makes each performance dif-
ferent. I remember a striking comment that 
was made during my education. A friend 
said about a friend that “He’s not that good 
technically, he’s just practising a lot”. Well 
put, I’d say. A person who barely needs prac-
ticing only appears a couple of times each 
century.
	S ara adds:
	 – I like to say that the foundation is made 
in the practice room. Here you can let things 
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unfold spontaneously at the podium. I want 
something new to happen each time. Having 
the music in my fingers gives me freedom to 
do what I want, right there and then.
	 – What is a good education for a musician? 
Sara?
	 – For me, the instrument has always been 
the main thing. Musical history and music
ology hasn’t been that important to me. 
	 – The teacher plays a great part in a good 
education, but apart from that, I’ve learned  
a lot from my fellow students. 
	 – Oh yes. Me too.
	 – Talking and having common goals and 
interest, going to the same teacher… I be-
lieve I have learnt half from teachers and 
half from fellow students. When it comes 
to history and musicology, my teachers in 
Boston were so good. They made me feel 
that not only was this relevant, but incred-
ibly interesting. Before, I had little interest 
in these subjects. I’m glad I got rid of my 
arrogance. 
	 – But you never got rid of your arrogance, 
Sara?
	 – Unfortunately, no. I never did. 
[Laughter]
	 – Did you miss anything in your education, 
Ida?
	 – I would have loved to learn more about 
social studies in relation to music. Society 
has at all times determined both what kind 
of music has been written and how we per-
ceive it. Every kind of art we create reflects 
society, whether we like it or not. 
	 – Finally: How do you feel about contem-
porary music? Sara?
	 – When I first heard contemporary music, 
I thought it was difficult. It felt like it was 
more important for it to be strange than 
coming from the heart. Now I listen in a dif-
ferent way, in a better way, and there is so 
much nice music. I also like that the term 
“contemporary music” is so broad and con-
tains so few rules. Besides, playing freshly 
written music is fun. Then nobody can com-
pare your performances to previous ones 
[laughs].
	 – Ida?
	 – I seem to feel it in my body when new 
music is good, like a feeling of pleasure.  
No matter what kind of musical expression, 
it has some kind of organic basic mood to it. 
That is one criterium. I also think that when 
we play older music, we should think about 
the ways it has been performed earlier, but 
the music written today is meant for us who 
live and play today. This should be reflected 
in the performance. 
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Karma Chameleon: Boy George 26 years after.

		N  evarez & Tevere—		 		  1984

“	Acting on an illusion of the past also 
	 changes the significance of what has 
	 taken place”. (Liam Gillick)		   	
		  By Marit Paasche
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I.
Go back to 1984. A man enters the stage.  
He is gay and wearing heavy make up, but  
he is not in drag. He is something in between 
these categories, a figure in a European nar-
rative. He is a Boy George, singing: 

War is stupid and people are stupid
And love means nothing in some  
strange Quarters
War is stupid and people are stupid
And I heard them banging on hearts  
and fingers
War!

1984. War. Stupid. Taken out of context the 
words seem to make little sense, but they 
were put forth in the context of the cold war. 
In the United States Ronald Reagan beats 
Walter Mondale to the White House with TV-
ads founded on patriotism and nationalism. 
By declaring Russia as its main opponent and 
defeating communism, USA could consoli-
date its position as the world’s leading power. 
I still remember the TV-ad showing a grizzly 
bear lurking around in the American forests, 
symbolizing the Russian threat.
	T he year is 1984. Two years earlier, 2 April 
1982, Margaret Thatcher launched an attack 
on the Falkland Islands. The war was to last 
until June the same year and it boosted the 
Ironwoman’s popularity sufficiently to ensure 
another four years of Tory rule. 
	 1984. War is stupid and people are stupid. 
What else could you say? After all, both these 
wars – the hot and the cold – were the rotten 
fruits of democratic elections. But how does 
1984 relate to 2010? And what is the artist 
duo Angel Nevarez and Valerie Tevere doing 
with Culture Club’s song twenty-six years 
later, in Oslo?

II.
In the essay “Ill Tempo: The Corruption of 
Time in Recent Art” Liam Gillick demonstrates 
how time became a strong element in visual 
arts during the 1990’s. To judge a work from 
this period, you must examine how it relates 
to time just as much as to space, according 
to Gillick.
	G illick’s essay is from 1996, when the wave 
of “re-enactment” projects was beginning to 
rise. “Re-enactments” are role-plays staging  
a particular historical event or époque. 
	 The Battle of Orgreave (2001) by Jeremy 
Deller is a textbook example. It was a large-
scale performance recreating the confronta-
tion between police and mine workers dur-
ing the great mining strikes in 1984-85. These 
are Deller’s own thoughts on the work: 

“On 18 June 1984 I was watching the eve-
ning news and saw footage of a picket at 
the Orgreave coking plant in South York-
shire in which thousands of men were 
chased up a field by mounted police. It 
seemed a civil war between the North and 
the South of the country was taking place 
in all but name. The image of this pursuit 
up the hill stuck in my mind and for years  
I wanted to find out what exactly happe-
ned on that day with a view to re-enacting 
or commemorating it in some way. It 
would not be an exaggeration to say that 
the strike, like a civil war, had a trauma-
tically divisive effect at all levels of life in 
the UK. Families were torn apart because 
of divided loyalties, the union movement 
was split on its willingness to support the 
National Union of Mineworkers, the print 
media especially contributed to the polar
ization of the arguments to the point 
where there appeared to be little space 
for a middle ground. So in all but name 
it became an ideological and industrial 
battle between the two sections of British 
society”.

Deller’s motivation stems from a wish to dis-
cover ‘what really happened’ this day in June 
1984, only four days after the end of the  
Falkland war. His solution is to restage the 
entire historical event. 
	E ven though there are major differences 
between the projects of Deller and the one 
of Nevarez & Tevere, there are also common
alities, as both projects need to “occupy a 
block of time alongside the definition of 
space, mood or social effect”. For The War 
Song the question is how this “occupation” 
works when such a project takes place in the 
domain of music. 

III.
By picking the battle of Orgreave as the sub-
ject of his re-enactment, Deller deliberately 
takes on the political consequences of this 
event. It symbolizes Thatcher’s massive cuts 
in public services and infrastructure, and the 
liberalization of the railway, the telephone 
company and the state owned part of the 
mining industry. The battle of Orgreave 
therefore marks a turning point of late Brit-
ish history. Nevarez & Tevere choose The War 
Song, which in Culture Clubs’ version inevit
ably sounds like a happy-go-lucky pop song, 
featuring absurdly incoherent lyrics. The 
choice can seem puzzling, but an interest-
ing aspect of The War Song contra The Battle 
of Orgreave is that the first belongs to the 
intangible zone where the personal and the 
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1984: Big Mother Is Watching You.
Photo: R Barraez D’Lucca



33

public sphere intersect. The song was play-
ing in the background while you were eating 
breakfast, doing your homework, dancing 
at a party or simply killing time. The con-
notations of the song are therefore vague. 
It awakens a kind of sensual zeitgeist that 
is hard to pin down with words. Perhaps 
this quality is a necessary prerequisite for 
a rather forgettable pop-hit of the 1980s to 
be transformed into art by Nevarez & Tevere 
in collaboration with the composer Jon 
Øyvind Ness and the artist Jenny Hval. Using 
the “soundtrack” of everyday life in 1984, the 
occupation of time forms a familiar syntax: 
Verse, verse, chorus. 

IV.
In Nevarez & Tevere’s project The War Song, 
the “montage” of the lyrics and melody  
(as Adorno defined it) of the original song 
will be dismantled and re-orchestrated by 
Ness. Jenny Hval and the Norwegian Radio 
Orchestra will then perform the song or 
orchestral work at the Norwegian National 
Opera and Ballet in Bjørvika (this text is deliv-
ered before the actual work is finished and 
performed).

V.
Roland Barthes gave an interview to Jean 
Duflot in 1972, where he comments on the 
paradox of counterculture. Barthes states 
that everything is language and that nothing 
can thus escape it. If everything is culture, it 
is impossible not to be part of it: “Culture is a 
fate to which we are condemned. To engage 
in radical counterculture activity is therefore 
simply to move language around, and, un-
less one is very careful, to rely on the same 
stereotypes, language fragments which  
already exists”. 
	C ounterculture has taken a few punches. 
Personally, I did not see it as a very important 
concept, nor was it regarded as such among 
my fellow students in the 1990s. We were far 
more occupied with bringing down the walls 
between “high” and “low” culture, looking 
towards the radical potential we expected  
to find in the latter. Today the relationship 
between academe and popular culture is dif-
ferent. Fewer and fewer see any radical po-
tential in popular culture. Whereas intellectu-
als and contemporary artists are increasingly 
marginalized, popular culture has obtained 
hegemony through its smoothness and ac-
cessibility. The Italian philosopher Franco 
Berardi has even declared the end of the era 
of the intellectual. This era, he claims, has 
reached its point of destination and is hence 
free to redefine it-self.

	W ithout pursuing Berardi’s arguments 
any further, there seems to be good rea-
sons to have a second look at the concept 
of counterculture. Maybe it is more needed 
than ever? (And maybe one should insert a 
hyphen; counter-culture, whereby it would 
appear more heroic and less of a dichotomy). 
Even if most people agree that popular cul-
ture is a bearer of meaning and part of the 
tool-kit we use to interpret the world, deep 
and insightful analysis of popular culture 
are still scarce. I would go as far as to claim 
that among the few who are able to trans-
form Barthes’ ideas of “moving the language 
around” into concrete expressions, most are 
artists. In the case of Nevarez & Tevere, this 
“movement” means two things. Firstly, it 
transforms a popular cultural expression into 
an artistic one, which is in itself significant 
in a time of popular hegemony. Secondly, it 
invokes the time span between today and 
1984. Speaking for myself, a number of im-
ages and cultural preferences from the time 
around 1984 has resurfaced lately: A bear is 
still lurking in the American forests (and re-
publican rhetoric still holds sway), the face 
of Boy George smothered with mascara and 
lipstick, the legendary Elnett hairdo of Mar-
garet Thatcher, Rubik’s cube, moccasins, the 
taste of Bugg chewing gum, Duran Duran, 
the iconic image of Grace Jones, shoulder 
pads and then, war, stupid. Four hours be-
fore I am writing these lines the radio played 
Alphaville’s monster hit Forever Young. 
Accidental? Hardly, 1984 is back to poke us. 
And the words of the first verse of Forever 
Young appear a lot clearer to me now than 
it did back then:

Let’s dance in style, let’s dance for a while
Heaven can wait we’re only watching  
the skies
Hoping for the best but expecting  
the worst
Are you going to drop the bomb or not?
Let us die young or let us live forever
We don’t have the power but we never  
say never
Sitting in a sandpit, life is a short trip
The music’s for the sad men
Can you imagine when this race is won
Turn our golden faces into the sun
Praising our leaders we’re getting in tune
The music’s played by the madman
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Frozen: Actor Laila Goody performs Johan Harstads text in Nils Henrik 
Asheims work Degrees of White. Photo: Morten Holm / SCANPIX

	N ils Henrik Asheim—		 	 White-out conditions

Nils Henrik Asheim tries to explain what 
“Degrees of White” is all about, apart  From the main character being very, very,   very cold.

		 By Thomas Berg
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– How am I supposed to describe it?
	N ils Henrik Asheim, composer and organ 
player, is at loss for words. Which is quite  
remarkable, as he tends to talk a lot. 

	 The Norwegian opera debate
– Maybe it’s a radio theater. For a concert 
venue. It’s not musical theater. I’d rather say 
musical drama, as theater to me implies 
movements on stage, something you won’t 
find here. First and foremost it’s a symphonic 
piece with a voice. Those are the most im-
portant elements. 
	 – There’s a debate going on in Norway 
right now about operas, the lack of new piec
es being played at the Norwegian National 
Opera & Ballet, and I think it’s crucial we have 
an open definition of what musical theater 
and operas are. If it’s musical theater or 
musical drama or opera or whatever; I don’t 
mind. The point is that this piece has eve-
rything needed to be something where the 
music carries forth a drama. I guess that’s  
the central fact.

	 Lost in Greenland
Let’s have a look at what we might call the 
libretto. Asheim contacted Johan Harstad, 
an acclaimed author of several short stories, 
novels and plays, and asked if they could do 
something together. 
	H arstad came up with a story about a 
woman lost in white-out conditions in Green-
land. Slowly, she gets colder and colder, she’s 
on her way to freeze to death, and while she 
goes through these different stages, or  
degrees, we follow her train of thought. 
We learn that she went to Greenland on a 
holiday with her husband. They had a quar-
rel, and she left. As she struggles in the snow 
and ice, her ability to go on and find her way 
back gradually diminishes, and she begins to 
think about her life, ten years ago, twenty 
years ago, a few hours ago. The different  
degrees uncovers her stories and the layers 
of her personality.

	 No melodrama
– The orchestra is arranged with lots of dif-
ferent layers that helps tell a story that also 
has a lot of different layers and angles. I al-
ways figured the voice would only be one  
of many, equal layers, and sound distorted  
as if we heard it come from a weak radio  
signal sent from Greenland, closed in, iso-
lated, reading her diary. The music and the 
voice is woven into each other. 
	 – I didn’t want the actor reading the text 
to match the orchestra and give a dramatic 
performance. No melodrama. In the third 

part, her voice is sampled, and certain key 
words, like “white”, is being repeated, as well 
as her hectic calls for help. In the fourth and 
last part, the story disintegrates, entering a 
sort of ecstatic dream condition where past, 
present and future gets all tangled up. That’s 
when even bigger parts of the story are be-
ing sent into an electronic loop to illustrate 
how all these levels exists at the same time 
in her mind.

	 Rough and unpolished sounds
A word on the electronics, which is obviously 
a part of the orchestra in the same way as 
the string, brass, woodwind and percussion 
instruments. More about those parts later. 
	 – I got Lasse Marhaug to be part of the 
instrumentation with all his electronic equip-
ment. His stuff is very raw, rough and unpol-
ished, not like elegant electronic sounds that 
come from laboratories. Sometimes his elec-
tronics are like a backdrop, other times they 
melt in with the rest of the music.
	
	 Naked skin in Greenland
– The orchestra is divided into different 
parts. For example: The string instruments 
are separated from the brass and woodwind 
in the concert space, but then we also have 
a string quartet that plays something else 
than the other strings for a different micro-
phone, and that is based on noise, friction 
and mechanical sounds. Some of the sounds 
are close, like the narrator’s voice, but other 
sounds come from far away, and we actually 
turned some of the loudspeakers away from 
the audience so their sounds would be like 
from a distance. 
	 – We also have two percussionists that 
play on white ice boxes filled with rubble, 
shells, glass and polystyrene. Those four  
materials can express the story and feelings. 
It has something to do with Greenland, but 
it’s also about friction. She’s thinking of  
naked skin.

	 Tough job speaking
– The actor Laila Goody performs the spoken 
part. It’s a very personal text, there’s not 
much distance between the one that tells 
her story while she’s freezing, and the per-
son on the stage that narrates it. It’s a tough 
job. I think she does it in a way that’s intense 
without becoming exaggerated. She has 
found a way to use her voice so that it goes 
well together with the orchestra.
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Soloist: German composer Helmut Oehring’s new bass-clarinet concerto is written for Rolf Borch (pic-
ture). Oehrings background is unusal, as his parents were deaf mute. That meant it was always quiet in the 
home where he grew up, except for some deep sounds his parents sometimes made. Photo: Rune Kongsro
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		 Zeitkratzer—		 	 Free Range Folk Music

Will there be blood when Zeitkratzer 
play their versions of Norwegian folk   music at Ultima?

		 By Thomas Berg

Cowboys and indians: – We are almost referring to something that does not really exist anymore, only as a 
kind of poetic idea, like cowboys and indians, claims Zeitkratzer leader Reinhold Friedl on folk music. Photo: 
Christoph Voy
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Zeitkratzer is a chamber orchestra consist-
ing of Norwegian musicians from all over 
Europe. They play violin, cello, double bass, 
percussion, electronics, clarinet, saxophone, 
bagpipes and trombone. The pianist, German 
Reinhold Friedl, gathers all of them in Berlin 
at regular intervals.

Unknown fiddle songs
– We are playing in Norway, and it’s part of 
our Volksmusik project to always relate some 
pieces to local folk music! In a time when 
musicians are normally flying from one iden-
tical airport to the next, staying in all differ-
ent places in almost identical hotels, playing 
the same programme, using the same micro-
phones all around the world, a time of the 
pervasive late capitalist state of uniformity, we 
are able at least to have the illusion of having 
a tiny relationship with the places where we 
are and where we are going to… 
	 According to Friedl, the pieces will for 
the most part be unknown songs from dif-
ferent musical archives.  
	 – One will feature fiddling, another one 
the bagpipe, and one referring to incredible 
vocal traditions. 

A Stalinist music scene
– Why have you chosen these particular 
pieces? 
	 – Zeitkratzer has an approach to music 
which is strongly related to sound. That 
means, Zeitkratzer has a very special recog-
nisable sound, which is even sometimes as 
rough as most of the old folk music, when 
musicians did not yet care about being  
recorded.  
	 – Will you be altering the pieces in any
way?
	 – We do not change the pieces. We make 
new pieces out of the old ones and hope 
that those old pieces are changing what we 
are doing! 
	 In 2008, Zeitkratzer released the critically 
acclaimed album Volksmusik. The album  
includes references to Bulgarian, Romanian, 
Austrian and German folk music. One critic 
wrote: “if they would play that in a normal 
folk music festival, there will be blood”.	
	 Anyway, Zeitkratzer is not a band to hold 
back on provocations. Friedl has described 
the contemporary music scene as “Stalin-
ist”, referring to how the scene has reacted 
to their music. They have performed Lou 
Reed’s Metal Machine Music. They feel that 
rock’n’roll also is contemporary music and 
that this fact has been ignored in an arrogant 
fashion for a long time. They also strongly 
believe that acoustic instruments are more 

complex and vivid than pure electronic 
sounds. On the other hand, the band mem-
bers can enter into hour-long arguments on 
how their instruments should be miked up 
during a gig. Besides, Friedl would also con-
sider being more “fashionable”, keeping in 
mind what effect it would have on his bank 
account.  
	

Constructive anarchism
Zeitkratzer embraces a lot of different genres, 
from jazz and pop music via improvisation 
to noise and folk music. Friedl states that he 
simply puts together good musicians capa-
ble of playing a lot of different music with 
an open mind. Not least, they need to work 
hard and be able to critique heavily as they 
practice.  
	 “We normally work in a way I call a 
‘constructive anarchistic structure’. It 
means that, for each piece, one or two of 
us take the responsability, and also do the 
instrumentation if necessary. (…) Zeitkratzer 
is a composer-performer group, which 
means that all the members are able to 
think like composers too. So, the musicians 
involved normally propose more specific or 
differentiated sounds during the rehearsal 
work and really take care about what could 
make sense (and sensuality)”, he told Entre-
vistas magazine. 

Nothing good after 1980
– In what ways is folk music relevant to 
modern music?
	 – Well, folk music is probably almost over. 
There are some old recordings, but a friend 
of mine, who is a great collector of record-
ings, said that there are no good record-
ings anymore after 1980. Doesn’t matter if 
you think about Korean, African, Indian or 
whatever folk music. Probably as a result of 
the folk festivals and the world music move-
ment, that came up a little earlier, the last 
living real folk musicians started to tour  
Europe and America and wherever and lost 
the purity of their folk music very quickly.  
	 – We are, Friedl continues, in a way hold-
ing onto something non-existent. 
	 – We are almost referring to something 
that does not really exist anymore, only as  
a kind of poetic idea, like cowboys and Indi-
ans. As it is probably even relating to some-
thing that never existed, we could call it a 
fantasy or even a utopia. Perhaps a nostal-
gia. As absurd, as it sounds: this might some-
times induce real life to enter modern music. 
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		L asse Thoresen—		A  Conservative Cultural  
		Lef tist

– My music originates from my interests 
as a 17-year-old. Then I was really into  
both Norwegian folk music and twelve- 
tone composer Anton Webern, says Lasse 
Thoresen (60).

		 By Ingrid Røynesdal

Award-winning tone researcher: Composer and professor Lasse Thoresen who won the Nordic Council 
Music Award earlier this year. The winning work, Opus 42, will be performed in its entirety for the first 
time at Ultima. Photo: Rune Kongsro
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I use so much folk music is that this closing 
never happend in this genre. My informa-
tion project deals with, among other things, 
reopening the possibilities of intonation that 
were closed and institutionalised in classical 
music all the way back to the 18th century. 
	 – How do you proceed when you seek out 
material from folk music? 
	 – My point of entry to folk music is most 
of all through recordings. I never use sheet 
music without also having listened to tap-
ings of the music. It is in the sonorous per-
formance that meaning in music is made. 
Notation is always a limiting filter. And if I 
had used notation directly in my composing, 
it would also presuppose performers who 
already know the tradition of folk music. But 
when you write for classical musicians, like  
I do, you cannot suppose this. I use my ears, 
and then I translate what I hear into a nota-
tion that can be understood by a classical 
musician.  
	 – I still suspect that the optimal performer 
of your music is a classically trained musician 
who also has a solid connection to folk music?
	 – Yes, to be quite frank, I would say that 
for a lot of my works, I would ideally want 
performers with stronger folk music roots. 
But there are some of them, after all. My first 
great discovery among performers was Berit 
Opheim Versto. When I found her for the per-
formance of Helligkvad, it really was a stroke 
of genius.  
	 – Is the so-called Concrescence project, 
initiated by yourself, an attempt to recruit 
more performers like her?
	 – The Concrescence project is first and 
foremost an attempt to give classical sing-
ers an opportunity to practice microtonality 
and overtone rows that originally are distant 
from a classical performer, but essential to 
master for anyone wishing to render folk 
music. In practice, Concrescence has become 
a training camp for classical and jazz sing-
ers who are willing to learn and composers 
eager to open up to different tonal universes 
than the traditional ones. And there really is 
a need for this. In these genres, instrument
alists have come much farther than singers 
have in understanding and mastering chal-
lenges of new music in terms of sound pro-
duction, intonation and rhytmics.
	 	Thoresen is widely known for being thor-
ough and meticulous as a composer. This 
makes me curious: how does he himself pro-
ceed, methodically? 
	 – My compository toolbox was com-
plete at one point during the early 1990s. 
When I start composing a new work today, 
I have quite clear guidelines from which I 

Thoresen’s musical project is undoubtedly 
a distinctive one. The way he incorporates 
folk musical elements in the forms of mod-
ern classical music has provided him with 
a unique world of sounds. One might even 
pose the question that Thoresen has almost 
created his own folk musical language of 
tones? 
 	  – This is absolutely not the way I regard 
it, he counters.  
	 – I am a composer in the classical music 
tradition, and I handle the material from folk 
music with the techniques of modern classi-
cal music.  
	 Arranging folk music by O.M. Sandvik for 
piano was Thoresen’s entry point. But his 
first real opus as a composer found its clear 
inspiration in the atonal polyphony of Fartein 
Valen. 
	 – I suppose I see how the instrumenta-
tion and technique of Geirr Tveitt is related 
to my project, and that I also share some 
elements with Eivind Groven ideawise. But 
among Norwegian composers, it is still 
Valen’s slightly strict structures and lines 
that fascinate me the most. In addition, the 
auditive consciousness present in folk music 
has always interested me. By this, I mean that 
it does not lean on notation, but on musical 
rememberance and memory. The crooked 
scales, crooked rhytmics and flexible pulse  
of folk music is something specific that I have 
brought into modern classical music. 
	 – But transferring folk musical effects and 
forms of expression to modern classical music 
has to be really challenging? 
	 – Not without reason, I find it very im-
portant contributing to develop a notation 
system that can capture exactly these rhyth-
mical shifts and the microtonality that folk 
musicians perform almost instinctively, so 
modern classical musicians can get closer  
to the same tonal universe.
	T horesen eagerly throws himself into 
typing on his computer to demonstrate how 
special purpose computer programs can  
enable the writing of precisely noted scales 
with many more notes than the black and 
white keys on a piano keyboard has to offer.  
	 – It is fascinating to consider that the 
cow calls that have been sung by milkmaids 
for centuries, musicologists have spent hun-
dreds of years to level with notation wise. 
Placing the cow calls into a system of nota-
tion has simply been extremely challenging! 
	 – When the piano became well-tempered, 
that is when it was possible to play all keys 
on one piano without having to retune the 
instrument, coincidentally a great tonal uni-
verse was excluded. One of the reasons why 

	  
	Sa turday 11.09
 
 
18.00	 Nordic Voices

Kulturkirken Jakob

John McGuire:  
	 Ordinary Measures
Peter Ablinger:  
	 Studien nach der 
	 Natur
Lasse Thoresen: 
	 Opus 42
	
	S olbøn, Likferdssæl-
	 min (WP), Himmelsk
	 fader, Tvetrall

Admission: 200/150

	
Friday 17. –  
 
Sunday 19.09. 
 
Norwegian 

	 Academy of Music 
 
	
	  
	 Concrescence – 

Conference on  
 
Microtonality

For singers, folk musi-
cians, choirs, conduct-
ors and composers. 
 
See page 99. 

	  
	 Saturday 18.09. 
 
 
16.00	 Pre-concert talk

Uranienborg menig- 
hetshus

Lasse Thoresen, Karin 
Rehnqvist and Maja 
Solveig Kjelstrup Ratkje
in conversation.

Admission free. 

 
17.00 	 Latvijas Radio Koris

Uranienborg kirke

Lasse Thoresen:  
Mythes étoilés WP
	 1. Voici l’heure
	 2. Ombres et images
Karin Rehnqvist:  
	 Tenebrae WP
Martins Vilums:  
	 Abar panjom ardig
	 abag gaw ekdad kard 
	 (On the Conflict
	
	  Waged with the 
	P rimeval Ox) WP
Toivi Tulev:  
	 Tanto gentile WP 

In collaboration with
the festival Tenso Days 
and the Norwegian
Academy of Music, as 
part of the project 
Concrescence. 

Supported by Arts 
Council Norway.
 
Admission: 200/150
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manouevre. I really like rules that indicate 
certain directions, but rules have to contain  
a certain flexibility. Practically, it works so 
that when I make a choice as a composer, 
it has consequences. But a piece is not re-
leased until it starts living a life on its own.  
If what I write become too “correct”, it often 
means I am on the wrong track. And becom-
ing too clever is a pitfall for me. Then I lose 
my flexibility and the responsiveness to-
wards the life of the music. 
	 – If I should dare to put into words what 
I hear in your music, it is to a great extent  
a combination of something exploratory,  
a searching soundscape, followed or inter-
upted by musical statements, and then again 
moving into something searching, dissolved 
and exploratory. Is this an acceptable analysis 
or not?
	 – Yes, I can vouch for that one. But I my-
self am first and foremost concerned with 
putting meaning into the music, giving it an 
inner logic and making it comprehensible for 
the ear. I always have as a goal that the music 
should be intelligible for the listener. On the 
other hand, I am not really concerned with 
form schemes. I never set up a form that is 
supposed to be filled or honoured. But I con-
stantly seek “emergent” musical forms, that 
is those ones which just appear and perish, 
from the real necessity of the musical mate-
rial. And even if my starting point is a toolkit 
of rules, I still wish that the resounding re-
sult will be perceived as spontaneous and 
intuitive. 
	 – But parts of the younger generation 
of composers regard you as a conservative?
	 – That is probably right. Besides, I define 
myself as a conservative radical intellectual. 
Conservative because I hold on to central 
values in the classical project: the balance 
between an understandable form and an 
intuitive form of expression, good craftsman-
ship and the thought of music as a bearer of 
existential problems. And radical because I 
search for the roots of music and constantly 
have an open mind to new worlds of sound. 
	 – So your toolbox is packed. What do you 
consider your weaknesses as a composer?
	 – My preference of always trying to figure 
out things I do not know how to do, makes 
the possible failure of what I do quite big. 
Often I end up with results that are a bit un-
expected, and it can also happen that I don’t 
fulfil my own ambitions for a work. But this 
is first and foremost due to me being really 
rough on myself. There are many people who 
are good at experimenting and to come up 
with something new, but to me, the experi-
ments in themselves are never enough.  

I always demand of myself that I also must  
be able to express something. Otherwise,  
my feeling is one of failure. 
	 – And another concrete weakness – 
regarding my compository work as a whole 
– is that I have not done enough to maintain 
the career aspect as a composer. Not until 
the last five or six years have I taken the time 
to attend to my composing career.
	 – But you are often referred to as “the 
composer of the performers”. Careerwise, you 
should have a great potential?
	 – Yes and no. I get many more requests 
than I am able to compose, and I do work 
with great performers. On the other hand,  
I do not fully belong in any scene. I have one 
foot solidly in the anti-intellectual folk music 
tradition. This is quite irreconsilable with my 
other foot, which is established in a highly 
intellectual, theoretical-academical field of 
spectral music. At the same time, my great-
est foundation is within the classical music 
scene. There, if you’re not a better composer 
than Beethoven, it makes no difference what 
you do. The disadvantage with a position like 
this is the risk of falling between all stools, 
but the advantage is that I can be of current 
interest.  
 
	T his interview has been printed 		
	 previously in the Folkemusikk magazine.  
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Das Beckwerk—
The Sound of the Voice and 
World History

Farewell to the Fairground: The trans-national corporation Das Beckwerk has got the 
globalized world stage as its target and audience. 



46

 
	Sa turday 11.09.

 
21.00	P re-concert lecture

Litteraturhuset,
Wergeland

”The drama of creativity: 
The art of eliminating 
perfection – Giacom-
etti, Trier/Leth and Klee” 
by author Alexander 
Carnera.

In collaboration with 
Norwegian Society of 
Composers.

Admission free. 

 
22.00	Da s Beckwerk

Litteraturhuset,
 
Wergeland

Beckwerk/Peter Bruun/
Karsten Fundal: Lyden af 
stemmen og verdens-
historien

Performed by Danish 
Ensemble MidtVest and 
Beckwerk.

In collaboration with 
Norwegian Society of 
Composers. 

Admission: 150/100

 
	S UNDAY 12.09. 
 
 
10.30 	 Professional seminar:

Art – A Means to  
 
Change? 

Henie Onstad Art Centre, 
conference rooms

For composers,  
 
musicians, artists  
 
and others.

Bus transport from  
 
Kongens gate 4 at 10h. 

Lecturers: Alexander 
Carnera, Das Beckwerk,
Goksøyr & Martens, 
Cecilie Ore and Hooman 
Sharifi. 

Arranged by Norwegian 
Society of Composers
 
Sign up for the seminar 
by sending an e-mail to
seminar@komponist.no 
by 07.09. 

Admission: 500 
(including concert with
Beckwerk 11.09)

On a fold-out poster on the back of the 2002 
novel Selvudslettelser (Self-extinctions) the 
Danish writer Claus Beck-Nielsen declared 
himself dead. The fictional suicide may have 
been a reaction to the myth-mongering that 
surrounds writers on glossy pictures and  
artist biographies that stay aloft of the reader 
and succumb to a celebration of perceived 
masterpieces.
	S ince then, a nameless person has pre-
sented himself as the “administrator” of 
Claus Beck-Nielsen’s work. As director/CEO of 
Das Beckwerk, he leads the company’s front-
ing of actions and projects all over the world.
	 “How can we allow ourselves to lead an 
insignificant life, all the while so much is at 
stake in our world? One of the problems 
we’re faced with is that we need the grand 
utopian visions, even though we know 
they’re unattainable in a post-modern life”, 
the nameless CEO said in an interview with 
the Norwegian paper Klassekampen in 2005.
	T he Beckwerk project The Democracy: 
Destination Iraq questioned whether it is 
at all possible to exchange universal values 
among different cultures. Can you introduce 
democracy to a foreign country? A container 
was placed in downtown Copenhagen to 
compile democratic experiences. They were 
finally packed into a metal box. On January 
1, the dramaturge Thomas Rasmussen and 
Nielsen carried the box between them as 
they entered Iraq on foot to introduce de-
mocracy. Later on, The Democracy has been 
carried into the United States, Iran and  
Afghanistan as well.
	 Lyden af Stemmen og Verdenshistorien 
(The Sound of the Voice and World History) 
was conceived when Das Beckwerk pre-
sented composers Peter Bruun and Karsten 
Fundal with a handful of songs. They trans-
formed them into small orchestral suites, 
and in collaboration with the nine musicians 
in Ensemble MidtVest they have become a 
work of musical drama fluctuating between  
a rigid form and free improvisation.
	W e find ourselves in Museum Europe, a 
desolate landscape where time has ceased to 
progress. A couple emerges, two lovers who 
can no longer love. In the night, He wakes 
up and finds Her gone. He remembers an old 
philosopher in a movie who once said that 
THE IMPOSSIBLE IS WHAT MUST BE DONE. But 
what is “the impossible”, and why doesn’t 
anyone at least try to do the impossible, the 
young man asks.

[OH, YOU EUROPE!]

Fortælleren 
Atlantis og Akropolis er sunket 
kustoderne står i det tømte rum 
med hænderne foldet i søvn 
som hugget ud af støv 
billeder på dagens endeligt 

Gæsterne fra Japan er rejst hjem 
med lyset over Skagen 
med Mona Lisas smil på læben 
med Vincents andet øre i bagagen 

Museet står med åbne sår 
med tømte gange visne år 
på trappen ligger Eisenstein 
og sover 

Oh, you you you you you you you you Europe 
have you you you you you forever gone? 
Oh, Eu Eu Eu Eu Eu Eu Eu Eu Europe 
were you you you you just a dream? 
Im Nebel auf der Museumsinsel steht die Zeit 
Palast der Republik ist nicht mehr da 
keine Spur von Utopie 
kein Schatten von der neuen Welt 
die Zeit steht nur da 
und geht nicht mehr mit uns herum 

So close the doors 
and sweep the floors 
and pull the plugs 
release the whores 
It’s time to close her down 

Liberté ou etez Vous? 
Egalité ou etez Vous? 
Fraternité ou sommes nous 
dissipé 

Liberté ou etez Vous? 
Egalité ou etez Vous? 
Fraternité ou sommes nous 
dispersé 

Oh, Eu Eu Eu Eu Eu Eu Eu Eu Europe … 

So close the doors 
and sweep the floors 
and pull the plugs 
release the whores 
It’s time to close her down  

Alla fine del cammin di nostra vita 
ritroviamo in una piazza oscura 
che’ la vecchia via é smarrita. 
Ahi quanto a dir qual é, e’ cosa dura 

Oh, Eu Eu Eu Eu Eu Eu Eu Eu Europe …
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Flying Elephant Event 
Throw a stuffed elephant over a roof,  

back and forth with a friend.
– Arlington, VA, 1988
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	P ierre Henry and Bjørn Fongaard— 	 	Icons to a New Generation

Once pioneers, Pierre Henry and Bjørn 
Fongaard have taken giant steps out of 
modernist music and become icons for
new genres like electronica, hip-hop,
impro and noise.

		 By Lars Mørch Finborud

Back to the Future: Pierre Henry - The Source who’s influence is significant in todays music. 
Artists like Fatboy Slim, D’angelo, Violent Femmes and the theme from Futurama – they all 
sampled sounds from “electronicas Grand old man”. Photo: Geir Egil Bergjord

From Prøysen to Paganini: Bjørn 
Fongaard’s musical work were inspired 
by his own studies in paleontology, as-
trophysics, chemistry, physics and math. 
Photo: MIC



50

While the number of published records may 
have diminished during the 1980s and 90s, 
Henry stayed just as prolific. His older pub-
lications where reissued frequently, and 
his signature sounds from the 1960s were 
sampled by artists like Fat Joe, Fatboy Slim, 
D’angelo, Buck 65, Violent Femmes and even 
for the TV series Futurama.
	D uring later years, Henry has trans-
formed his home at 32 Rue de Toul in Paris 
into a permanent sound installation and 
gallery. Henry has lived and worked in the 
building since 1971. It houses his studio, his 
entire sound archive, library and a number 
of collages and sculptures made by Henry 
himself. Pierre Henry seems to have missed 
the hands-on approach from the early times 
of electronic music, where much of the work 
consisted of cutting tapes and soldering and 
fiddling around with devices. He missed the 
manual side of work when music production 
entered the digtal age, and took to making 
sculptures at home. A few times a year, Henry 
opens his home for small, private concerts 
and allows the audience to stroll around to 
look at and listen to a house with loudspeak-
ers in all crooks and nannies.

Fongaard and his alter egos
A closer look at Bjørn Fongaard’s life might 
lead to the conclusion that he has had a 
number of doppelgängers. The session guitar 
player Fongaard appears on recordings by Alf 
Prøysen and the sisters Bjørklund, amongst 
others. The concert soloist Fongaard plays 
variations over Ferdinando Carulli and Nic-
colò Paganini on his Gibson guitar with the 
Norwegian Radio Orchestra. The teacher 
Fongaard teaches at the music conservatory 
and the Academy of Music while authoring  
a series of text books on guitar playing.  
The theater musician Fongaard scuttles be-
tween Oslo’s stages at night, and the jazz and 
dance band musician Fongaard plays his way 
from Oslo to New York City on an ocean liner.
	O n the other side of that biography, 
there’s the experimental composer Bjørn 
Fongaard. His professional duality may be 
rooted in the fact that he had six children 
and a wife at home. Television, studio work 
and teaching were the bread-and-butter 
jobs that paid for daily life and enabled him 
to work as a composer.
	 In the 1960s, Fongaard started to com-
pose microtonal works based on tonal sys-
tems that relied on intervals less than equally 
spaced semitones, the so-called micro-inter-
vals. Initially, he worked with quarter tones 
by splitting the octave into 24 equal pitches 
instead of twelve as the tonal tradition had it. 

Composers Pierre Henry (b. 1927) from Paris 
and Bjørn Fongaard (1919 – 1980) never met, 
but they worked in parallel – and their stories 
meet up at several points. Both distanced 
themselves from traditional modernist mu-
sic in the 1950s, and both were virtuosos 
in their use of contemporary technological 
achievements.

High morals and hard work
Fongaard made a living as a session guitar-
ist for Norwegian folk singers Alf Prøysen 
and Vidar Sandbeck, by writing scores for 
the theater and TV. Henry began by writing 
concrete music for films and ballets, and he 
started to cooperate with trendsetters in 
progressive rock, like Spooky Tooth and Vio-
lent Femmes. If you have heard a Prøysens 
song on the radio, listened to D’Aangelo’s 
classic album Voodoo or seen an episode 
of Matt Groening’s Futurama, you have very 
probably been listening to Henry’s music 
without knowing it.
	P ierre Henry can be found in trend-set-
ting European studios with tape machines, 
synthesizers and effect units, Bjørn Fongaard 
with his special build electric guitar with 
quarter tone intervals, which he prepared 
with drinking straws, metal rods and pieces 
of carpet. Both composers have a list of 
works that equal the most productive names 
in music history – a reflection both of their 
continuous exploratory quest and high work 
ethics. Both were inspired by grand themes. 
Henry composed works based on the Bardo 
Thodol, the ‘Tibetan Book of the Dead’ and 
biblical themes, while Fongaard’s works were 
inspired by his own studies in paleontology, 
astrophysics, chemistry, physics and math.

Superstar
During the 1960s, Pierre Henry became a  
superstar in electronic music. He cooperated 
with French pop- and film composer Michel 
Colombier on the score for the rock ballet 
Messe pour le temps présent, which became 
a bestseller. Messe pour le temps présent was 
choreographed by Swiss Maurice Béjart, who 
had a dance company that Henry worked 
with for many years, both as a composer and 
sound technician.
	T he following year, in 1968, Henry collabo-
rated with the British progressive rock band 
Spooky Tooth and published the rock mass 
Ceremony – an Electronic Mass, written with 
Gary Wright. Pierre Henry’s fame was now 
such that he could play for packed opera 
houses as well as thousands of youngsters at 
boxing arenas with his electronic machines 
and loudspeakers ringside.

 
	 Saturday 11.09. 

 
14.00	 Cikada Ensemble

Kulturkirken Jakob  

Gérard Pesson:  
	 Cassation
	 Mes Beatitudes 
Bjørn Fongaard: 
Aforisme for celesta, 
	 piano, slagverk, verk 
	
	 65 nr 1 
Concerto for contrabasso 
	 and tape, opus 131 
	
	 nr 21 (1976)
Aforisme for piano og 
	 slagverk, verk 65 nr 2
	 Concerto for clar.basso 
	 and tape, opus 131 nr 
	
	 8 (1976)
Aforisme for celesta, 
	 piano, slagverk, verk 
	 65 nr 3

 
	 Sunday 12.09. 

 
13.00	 An electronic tribute
	
	 to Bjørn Fongaard

Henie Onstad Art  
Centre
Galaxy, Op.46 (for 3 
quartertone guitars)
	
	 Sinfonia Microtonialis 
	 No.1, Op.79
Homo Sapiens, for 
	 orchestra microtonalis 
	
	 (tape), Op.80
Elektrofonia No. 1 for for 
	
	 orchestra microtonalis, 
	
	 Op.78 (3 movements)

	R elease:  
 
	Bjø rn Fongaard 

Elektrofoni 

Prisma Records 711

Elektrofoni is a 3CD and 
1DVD box set which for 
the first time presents 
the groundbreaking 
works by Norwegian 
composer, guitarist and 
micro-tonal music pio
neer Bjørn Fongaard.

 
	 Sunday 12.09.
 
 
15.00	Pi erre Henry

Henie Onstad Art Centre

Le voyage. D’après le 
Livre des morts Tibétain 
(1962)

Envol. Création mondiale 
(2010) 

La Maison de sons de 
Pierre Henry

The book La Maison de 
sons de Pierre Henry by 
Norwegian photogra-
pher Geir Egil Bergjord 
will be launched at the 
concert.

Produced in collabora-
tion with Henie Onstad 
Art Centre with support 
from Centre Culturel 
Française.
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Fongaard went on to explore systems where 
the octave might be split into an arbitrary 
number. He called it an n-tone universe, 
capable of producing entirely new tonal  
systems. Fongaard published lengthy disser-
tations on the theme, which have made him  
a pioneer within microtonal composition  
in Europe.
	W hile Fongaard used tape machines to 
build several ‘layers’ in his music, he never 
manipulated the tapes as such, nor did he 
use synthesizers or effects. Rather, he pro-
duced the unique sounds by preparing the 
electric micro-interval guitar. Fongaard 
placed pieces of carpet and drinking straws 
beneath the strings and commissioned a 
special violin bow as well as special tuning 
forks to be used with the guitar.
	E ven though Fongaard lived to see only 
a few of his compositions in performance 
and never had a record published in his own 
name, he was confident that people would 
understand his work as time went by. A note 
written in 1963 says: “If it doesn’t succeed 
this time, it’s just so the barricades may fall 
before the next storm”.

Four on Pierre Henry 
and Bjørn Fongaard

Helge Sten (29) aka Deathprod, 
producer and musician:

Bjørn Fongaard has written some of the 
most fantastic and profound music in mod-
ern Norway. His music is cosmic, no less.

Martin Bjørnersen (35), music critic 
in Morgenbladet, DJ and producer:

Actually, I mostly know Henry as the man 
behind the weird whistling sounds that 
D’angelo sampled for “Devil’s Pie”.  

But they’re really nice whistling sounds. Oh, 
and the church bells in the theme tune to 
Futurama as well. They’re nice too! In other 
words, I should get better acquainted with 
Pierre Henry and his sounds, preferably in 
their original context. This looks like a good 
opportunity.

Lasse Marhaug (36) noise musician 
and record label manager:

Bjørn Fongaard was a pioneer in the field  
of Norwegian experimental music. He was 
far ahead of his time.

Fredrik Øverlie (28) aka Fred  
Fades, hip-hop producer and DJ:

As a somewhat alternative producer and 
somebody who has always been fascinated 
by electric sounds and studio effects, and 
finally as a collector of obscure vinyl record-
ings, I have always felt Pierre Henry was 
worth following. A fellow producer and I 
have sort of a ‘sound system’ on one of our 
Akai samplers, and lots of the material has 
been taken from or been inspired by Pierre 
Henry. When I need a weird synth effect,  
I very often sample a sound, pitch, distort 
and reverse it, using reverb and repeat ef-
fects in much of the same way Pierre Henry 
did with a lot of his sounds.
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From the book Pierre Henry’s House of Sounds (La maison de sons de Pierre Henry)  
by photographer Geir Egil Bergjord. The book will be launched at the concert with Pierre Henry 
at Henie Onstad Art Centre. All photos: Geir Egil Bergjord 



53

	S usanne Lundeng—		 in-between fiddle and violin 
The violin player Susanne Lundeng moves 
easily between contemporary music and 
folk music.
 	 		 By Thomas Berg 

Rural romanticism: Contemporary northern atmosphere.
Photo: Rune Kongsro
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	Su nday 12.09.

 
20.00	 Susanne Lundeng, 

SISU and Bodø 
Sinfonietta
Riksscenen

Trond Korsgård, 
conductor

Rolf Wallin: 
	 Imella, for fiddle and
 	 large ensemble

Trad.: Brurmarsj fra Salt-
	 dal, arr. Håvard Lund
S. Lundeng: Kela, arr. 
	H åvard Lund
S. Lundeng: Var februar, 
	 arr. Rolf Wallin
S. Lundeng: Lende, arr. 
Håvard Lund

Susanne Lundeng, 
fiddle soloist

Glenn Erik Haugland: 
	 Svart metall, for 
	
	 percussion ensemble
	 and sinfonietta 

SISU percussion ensem- 
ble, soloists
  
Produced in collabora-
tion with Folkelarm and 
Riksscenen.

Admission: 150/100

– I don’t think the difference is too big. 
	S usanne Lundeng, the tall, statuesque 
violin player from the archipelago of Fleinvær 
outside the city of Bodø in northern Norway, 
comments on playing a piece that’s equal 
parts folk music and contemporary music: 
Imella (In-between) by Rolf Wallin.

Genre flirting
For several years now, since her album debut 
Havella in 1991, Norwegians have become 
familiar with her renditions of traditional  
music. But not only that: Lundeng is a curious 
sort of performer, and she has never limited 
herself to one type of music. She’s been flirt-
ing with both jazz, classical, rock, contempo-
rary music and folk music from other coun-
tries. Some of her own compositions have 
been arranged for symphony orchestras and 
chamber music ensembles, and she’s joined 
them as a soloist.
	 – I think it might have to deal with the 
fact that early on I was exposed to both clas-
sical and traditional music. I don’t really see 
myself as a folk musician, Lundeng says.

“Play your own way”
At the age of nine, she began playing the vio-
lin at a music school. But at the same time, 
she met the old fiddlers from rural places 
such as Salten and Lofoten, and joined them 
while they played for people dancing. They 
were charmed by the little violin playing girl, 
and generously taught her a lot. “You have 
to play your own way, not like us old people”, 
was the advice they gave her. That gave her 
the freedom to experiment and find her own 
voice.
	 – They were very open towards classical 
techniques. I remember them being a bit en-
vious of the skilled playing I’d learned at the 
music school. They actually reached for that. 
I’ve always liked being on a technical level 
that allows me to do what I want. I had this 
sound in my head, that was not the sound 
of an old fiddler, but my own, and I practiced 
a lot to get it. I based my choice of teach-
ers on what I wanted to learn. Actually, I’m 
still reaching for that sound, and I’ve never 
practiced as much as I’ve done the last three 
years, she laughs.
	L undeng also attributes her mixing of 
musical styles to the fact that Bodø is not 
a very big town (50,000 inhabitants). That 
means the music community is not very 
big either.
	 – It’s a short way from one music genre 
to the other there. I’ve been lucky, and 
played with lots of different people on every
thing from the musical Oliver Twist to jazz 

bands, choirs and string quartets. One thing 
helps develop the other. It makes me more 
rich as a musician, and I draw on a lot of ex-
periences when I compose, she says.

The perfect piece
Imella might be the perfect piece for Lun-
deng, then. She explains:
	 – It’s written for fiddle and chamber or-
chestra – and it’s written for the way I play. 
That’s the starting point. Wallin and I have 
collaborated closely on parts of it. But what 
he has also done, is to look at the harding fid-
dle and its tradition for using small themes 
and elaborate on them. That’s why Imella 
contains large parts where I improvise.  
I don’t know if that’s been done before  
with this kind of music.
	L undeng describes these parts as quite  
a challenge.
	 – I have to give the conductor small hints 
so she or he will know where I am and where 
I’m heading in my playing. It can be a bit dif-
ficult at times to get it all together. But some 
of the music I’ve composed myself uses the 
same principle: small themes I can improvise 
upon. It’s all about building on the folk music 
and taking it a bit further.
	S he admits being happy to have a start-
ing point when she composes music.
	 – If I, for example, decide to make a pols 
(Norwegian dance), it needs an estabilished 
pattern of rhythms. But from there, I can 
begin to break all the rules. Sometimes, I feel 
sorry for all those composers of contem-
porary music, having to begin at zero every 
time, she says, before she changes her mind.

Exhausting
– They’re not without traditions either, of 
course. I guess what I meant is that they 
don’t have many rules. That’s a good thing, 
and I can relate to that when composing my 
own music. So there really isn’t a very big dif-
ference between contemporary music and 
what I do. We both mix traditions and tech-
niques, and throw in a bit of improvisation.
	L undeng says Imella changes with each 
conductor they’re using.
	 – The piece is a fun challenge for the con-
ductors, and you clearly see how they differ 
from each other, because us musicians are 
the same every time. I never know what will 
happen before we begin.
	 Imella is longer than what she is used to 
playing, lasting more than twenty minutes.
	 – I tend to be quite exhausted after 
we’ve finished playing it. It’s intense. But I’ve 
learned a lot from playing it. Especially in 
the beginning, when we practiced, it started 
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trains of thought that I’ve never had before, 
and I’m sure it will have an influence on my 
future compositions and way of playing.
	

Meeting between crafts
The composer, Rolf Wallin, says Imella is a 
meeting between two crafts.
	 – Or perhaps I should say two traditions, 
each with their own unique value. The clas-
sical one, where the composer works with 
sheet music for months, and the folk music 
one, where a reservoir of compositions and 
themes can come together and become 
something new. When you listen to the Hard-
ing tradition, where this is most audible, two 
fiddlers can make the same piece of music 
sound completely different. It’s fascinating. 
Also, the same fiddler can change the piece 
from one day to another, depending on how 
she feels or if she’s playing for an audience 
that dances or just listens, by sticking to the 
basic themes and improvise upon them.

A dream come true
Wallin says this fills the music with a lot of 
surprises:
	 – You get an exciting unpredictability 
that’s similar to the way I usually create mu-
sic. A lot of modern music is based on this 
principle of motives that gets offshoots and 
develops. Another way for the fiddler to cre-
ate musical variations, is to tune the fiddle  
in certain ways, and the different moods 
have names like troll or gorrlaus. During this 
piece, Susanne plays on two fiddles that are 

tuned in different ways according to a musi-
cal scale that I use. What if you tune it like 
this, I said, that’s weird, a d-minor, and sud-
denly it sounded like the kind of music that 
I compose. Folk that sounds like contempo-
rary music. That’s what happens when you 
enter the core of folk music, and you’re not 
happy with just reproducing its melodies for 
an orchestra, like so many others have done.  
I wanted to enter what goes on in Susanne’s 
head when she’s playing this kind of music, 
says Wallin. 
	 – Writing this piece was a dream come 
true for me: To combine the drive and im-
mediate expression of folk music with the 
possibility contemporary music has to take 
the listener on a journey through large and 
shifting soundscapes. It’s a way of exploring 
the territory between fiddle and violin.

Mixing up the old with the new: – I am still reaching for that very 
special sound, says Susanne Lundeng. Photo: Rune Kongsro
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A walk into the sea.
– Ben Vautier, 1963.



59

	 Composition and 
	c raftsmanship—
 Tomas Espedal on writing. Jon Øystein 
Flink on writing and singing. Eivind Buene
on writing and composing. Susanne 
Christensen on writing and listening to 
Laurie Anderson.

Gyldendal Norsk Forlag: An evening of literature and music will take place in the unique building 
by Norwegian architect Sverre Fehn. Photo: Gyldendal
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Tomas Espedal, Writer
What is the connection between music and  
literature?
	 I’m not musical, and I have absolutely 
no skills when it comes to music; I’m happy 
about that, I think what’s inside me are 
rhythms and pitches and reverberations, 
they’re being expressed in the language, 
and are only there. My instrument is the 
typewriter. I try and create a certain rhythm 
in the language, a kind of musicality perhaps, 
but most of all I strive to bring forth content, 
a story, that needs its own shape, I never 
know beforehand what shape my stories will 
get. That’s one of the things that surprises 
me most, that to write creates some shapes 
that I don’t know, and a language that I don’t 
have. I work with sentences and words, and 
sometimes I write something that I don’t 
really have the skills to write; that’s what 
literature is. 
	 What does a good day of work look like? 
	 All my days look the same. I structure my 
days around the writing work, and do the 
same every day, at the same time, I sit at my 
writing desk. A good day of work is a com-
pletely ordinary day, a day that looks like all 
other days, except that I write something 
unexpected on that day. I give the day a new 
sentence, a new text, and that way the days 
are not the same at all; I think it’s the mo-
notonousness of the days that make them  
so different on the paper. 

Jon Øystein Flink Writer and guitarist
What is the connection between music and  
literature?
	T he connection between music and lit-
erature is like sex. You need at least two peo-
ple, and with the help of good technique and 
all sorts of tools – and not least: true feelings 
– the experience will hopefully be transcend-
ing for those involved. 
	 What does a good day of work look like? 
	 A good day’s work demands a long lunch 
of the uppermost quality, preferably served 
at a gourmet restaurant – cappucino, a small 
beer, Kent or Kings cigarettes and a pleasant 
outdoor temperature is also crucial. That’s 
why there is not enough good work days.  

Eivind Buene, Composer and writer
What is the connection between music and 
literature?
	R eading has always been a process that 
feeds my musical imagination. In some cases, 
it has resulted in musical works that have a 
direct connection with literature, as in the 
Calvino-inspired cycle Possible Cities/Essen-
tial Landscapes. After I began to work with 

the novel format, this process have become 
two-ways, which means that I use musical 
experiences to write a work of fiction. Writ-
ing music and writing text are quite similar 
activities for me; the work offers a tremen-
dous amount of freedom, I can sit anywhere 
in the world as long as I have a desk and 
pencil and paper (or rather my laptop, if I’m 
to be honest). A major difference is that au-
thors have an editor they can play ball with, 
while the composer, mostly, has to make do 
with discussing ideas with colleagues around 
café tables in the wee small hours of the 
morning. And when the finished work is to 
be presented for the public, there’s an enor-
mous difference: the books have a natural 
and dominating position in the public sphere 
in Norway, while the experimental music in 
many ways live down in the shadowy cracks 
between books and pop music. But that’s 
another story.
	 What does a good day of work look like? 
	 A good working day looks pretty boring. 
Preferably, I want to sit down by the working 
desk two minutes after I’ve risen from bed.  
I put on as few clothes as possible, rather no 
one at all, and then I work a good hour so 
that I’ve entered the swing of things before 
the day has entered my body. After I’ve be-
gun, I can take a shower and have breakfast 
before I get back up to my work attic. Then  
I work without interruptions for three or 
four hours before it’s time for lunch. After 
lunch, I take a walk and try and think of other 
things. Then I get back to my work desk 
again, and work until it’s time for dinner and 
kids (in odd-numbered weeks) or all sorts 
of frivolous activities (in even-numbered 
weeks).

Susanne Christensen, Literary 
critic and music lover

What is the connection between music and  
literature?
	L iterature can be understood as a kind  
of music in the shape of words. Syntax,  
performance, breath, the resonance of the 
body, are important in music as well as in  
literature, though the musicality of the 
words is there merely as a potential; it can  
be used or deliberately destroyed.  
 	 What does a good day of work look like? 
	W riting days are hectic, I often just have 
one or two of them before deadline. No mat-
ter if I’m reading or writing I guess a good 
day of work is one where I lose myself, where 
I’m able to go with the flow, ignoring the 
pressure of time. 
 

 
 
	Tu esday 14.09.  
 
 
21.00	C omposition and 

Craftsmanship
Gyldendal Norsk Forlag

Tomas Espedal on writ-
ing. Jon Øystein Flink
on writing and singing. 
Eivind Buene on writing 
and composing. 
 
Susanne Christensen on 
writing and listening to 
Laurie Anderson.

Exclusive perfor-
mances:
Eivind Buene sings 
Schubert and Jon  
 
Øistein Flink as singer-
songwriter

In collaboration with 
Vinduet. 

Admission: 100
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	 wednesday 08.09. 
 

19.00	Mu sic for Oslo City Hall 
	O slo City Hall 

Benedict Mason: 
Music for Oslo City Hall WP*

Brad Lubman, conductor 
Oslo Sinfonietta, Ensemble 
Allegria, Oslo Cathedral Choir

Mason has composed a work 
especially for Oslo City Hall in 
the series Music for Concert 
Halls.
 
In collaboration with Ny 
Musikk, Oslo Sinfonietta, 
Ensemble Allegria, Oslo 
Cathedral Choir and 
the City of Oslo. Supported by 
Arts Council Norway.

Admission free

 
20.30 	 Music for Oslo City Hall 
	
	 see 19.00

	

	  
	T hursday 09.09. 
 
 
17.30	 Pre-concert talk 
	  
	 Fabrikken
	

 
Marina Rosenfeld in conversa- 
 
tion with Anne Hilde Neset

Admission free 

 
18.00	 Teenage Lontano
	 Fabrikken

	
Marina Rosenfeld: 
Teenage Lontano

Contributors: A teenage choir
 
Produced in collaboration with 
Ny Musikk.

Admission: 150/100

 
19.00	 Verdensteatret

Black Box Teater

Opening night of the produc-
tion And All the Questionmarks
Started to Sing (Electric Shad-
ows). WP

The production is a collabora-
tion between Verdensteatret, 
Theatre der Welt, Black Box 
Teater, BIT Teatergarasjen and 
Avant Art Festival.

Also played 10., 11., 12., 14, 15., 
16., 17.09.

Admission: 260/180
(Discount for students and 
holders of Scenekort)

 
20.00 	 Pre-concert talk 
	 Parkteatret Scene
	

 
Johannes Kreidler, Enno  
 
Poppe and Annesley Black in  
 
conversation with Emil Bern- 
 
hardt.
 
Admission free

 
21.00	 Ensemble Mosaik
	
	 Parkteatret Scene

Annesley Black: Snow Job WP
Johannes Kreidler: Fremdarbeit 
Thomas Meadowcroft: 
Greed and Shortage
Enno Poppe: Salz

Produced with support from 
Goethe Institut Norwegen.

Admission: 150/100
	

	 Friday 10.09.
 
 
12.00 	 Lunch concert
	
	 Ny Musikk

 
Håkon Stene, Anders Førisdal 
and Origami Metallika 

Brian Ferneyhough: 
	
	R envoi/Shards
Ole Henrik Moe jr:  
	 KRAV

Admission free.  
Light lunch buffet. 

 
16.00 	 Sara Övinge, solo violin
	
	 The Museum of Contemporary 
	
	 Art

 
Martin Rane Bauck:  
	 Lichtbilden WP
Marie Samuelsson:  
	 Alive WP
György Kurtág:  
	 Signs, Games and Messages 
	 (excerpt)
Gisle Kverndokk:  
	 Through the Looking-Glass
Henrik Hellstenius:  
	 Dream of Late

In collaboration with 
Rikskonsertene.

Admission: 100

 
19.00 	 Verdensteatret

see 09.09. 
 

 
18.30	 Pre-concert talk 
 
	 MS Innvik, Café

Angel Nevarez, Valerie Tevere 
and Nils Henrik Asheim in 
conversation with Anne Hilde 
 
Neset.

Admission free

 
19.30 	 Norwegian Radio Orchestra

The Norwegian National Opera 
& Ballet, Scene 2 
 
Thomas Søndergaard, 
conductor 

The War Song
	 (lyrics by Culture Club, arr.  
	 by Jon Øivind Ness) 
Jenny Hval, song soloist 
Angel Nevarez and Valerie 
	T evere, concept.

Helmut Oehring:  
		
	 Meere WP
Rolf Borch, bass clarinet 
 
Nils Henrik Asheim:  
	 Grader av hvitt
Lasse Marhaug, electronic 
	 soundtrack
Laila Goody, recitation
Johan Harstad, text
Hanne Tømta, instruction 

The production is a collabora
tion between The Norwegian 
Radio Orchestra, The National 
Theatre, Henie Onstad Art Cen
tre and Ultima. Supported by 
Arts Council Norway. 

Admission: 200/150 

 	 program

* World Premiere

 
 
 
 
21.00 	 Ann Liv Young: 
	  
	 Cinderella

Black Box Teater

Performance dates: 10., 
11., and 12.09. All nights at 21h. 

Produced in collaboration 
with Black Box Teater.
 
Admission: 220/140
(Discount for students and 
holders of Scenekort) 

 
22.00 	 Volksmusik

Riksscenen

German ensemble Zeitkratzer
 
takes on Norwegian 
tradition in their interna-
tional folk music project.

All music composed by  
Reinhold Friedl and Maurice 
de Martin. Directed by 
Reinhold Friedl

Burkhard Schlothauer, 
	 violin 
Anton Lukoszevieze, cello 
Uli Phillipp, doublebass 
Marcus Weiser, voice, guitar 
Reinhold Friedl, piano 
Maurice de Martin, drums,  
	 percussion, voice 
Frank Gratkowski, clarinets 
Hayden Chisholm, melodica,  
	 bagpipe 
Hild Sofie Tafjord, French 
	 horn
Hilary Jeffery, trombone
Ralf Meinz, sound 
Andreas Harder, lightdesign

Produced in collaboration 
with Folkelarm and Riksscenen.

Supported by Goethe Insti-
tut Norwegen.

Admission: 150/100
Entrance free with Folke-
larm festival pass.
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	M onday 13.09.

 
18:00	 Pre-concert talk 
 
	 Gamle Logen

 
Magne Hegdal in conversation 
with Henrik Hellstenius

Admission free
 

 
19.00 	 Stort sett 

Gamle Logen

Magne Hegdal: Stort sett
1. Prosa (con stanza)
2. Points (of Departure)
3. Vest i fjellet (topografi)
4. Sonata variata (in La)
5. Figures and Facts (Notes)
6. Alene (epilog)

Sigyn Fossnes, violin
Ellen Ugelvik, piano

Admission: 150/100

21.30 	 Ensemble Ernst
Gamle Logen

Jon Øivind Ness:  
	 Mooncough WP
Mark Adderley:  
	 All Plans Last Only Until
	
	 the First Shot WP 
	 (soloist: Sunniva Rødland 
	W ettre, harp)
Lene Grenager:  
	 Steal-stole-stolen  
	 (soloist: Lisa Dillan, vocal)
Enno Poppe:  
	 Öl 1  

Admission: 150/100

 
	 Saturday 11.09.

 
14.00 	 Cikada Ensemble

Kulturkirken Jakob

Gérard Pesson: Cassation
Gérard Pesson: Mes Beatitudes
Bjørn Fongaard: Aforisme for 
	 celesta, piano slagverk, verk 
	 65 nr 1 
Concerto for contrabasso and 
	 tape, opus 131 nr 21 (1976)
Aforisme for piano og slag- 
	 verk, verk 65 nr 2
Concerto for clar.basso 
	 and tape, opus 131 nr 8 (1976)
Aforisme for celesta, piano,
	 slagverk, verk 65 nr 3

Admission: 200/150

 
18.00	 Nordic Voices

Kulturkirken Jakob

John McGuire:  
	 Ordinary Measures
Peter Ablinger:  
	
	 Studien nach der Natur
Lasse Thoresen: Opus 42
	S olbøn, Likferdssælmin (WP), 
Himmelsk fader, Tvetrall

Admission: 200/150

 
19.00	 Verdensteatret

see 09.09.

 
21.00 	 Ann Liv Young

see 10.09.

 
21:00	 Pre-concert lecture

Litteraturhuset, Wergeland 
 
The Drama of Creativity: The 
Art of Eliminating Perfection — 
Giacometti, Trier/Leth and Klee
By author Alexander Carnera

Admission free

22.00	 Das Beckwerk
Litteraturhuset, Wergeland

Beckwerk/Peter Bruun/Karsten 
Fundal: Lyden af stemmen og 
verdenshistorien

Performed by Danish Ensemble 
MidtVest and Beckwerk.

Produced in collaboration 
with Norwegian Society of 
Composers.
 
Admission: 150/100

 

	  
	Su nday 12.09. 

13.00 	 Blårollinger
Parkteatret Scene

Electronic family concert with 
Cuckoo.

Admission: 50

 
13.00	 AN ELECTRONIC tribute to 
 
	Bjø rn Fongaard

Henie Onstad Art Centre
 
Galaxy, Op.46 (for 3 quarter-
	 tone guitars) 
Sinfonia Microtonalis No. 1,  
	 Op. 79
Homo Sapiens, for orches-
	 tra microtonalis (tape), Op. 80  
Elektrofonia No. 1 for orchestra 	
	
	 microtonalis, Op. 78 (3 move-
	
	 ments)		
 
The documentary Composer 
with a Guitar (1971) will be 
shown in the auditorium be
tween 13–17h. 
 
Produced in collaboration with 
NOTAM and Henie Onstad Art 
Centre.

Admission: 100

 
15.00 	 Pierre Henry

Henie Onstad Art Centre

Pierre Henry, composer and 
performer

Le Voyage — d’après le Livre 
	 des morts Tibétain (1962)
Envol — création mondiale
	  (2010) 

Bernadette Mangin,  
	 musical assistant
Etienne Bultingaire, sound  
	 concept and supervision
Isabelle Warnier,  
	 production manager
Studio Son/Ré, sound 
realisation

Supported by DRAC Île- 
de France, Department of 
Culture and Communication, 
the City of Paris and Sacem. 

The book La Maison de sons 
de Pierre Henry by Norwegian 
photographer Geir Egil Berg
jord will be launched at the 
concert.

Produced in collaboration with 
Henie Onstad Art Centre, with 
support from Centre Culturel 
Français.

	 Admission: 150/100 (museum 
	

entrance not included)
 
Both concerts: 250/150 incl.  
entrance to Henie Onstad  
Art Centre.

Museum entrance: 80/40

 
19.00 	 Verdensteatret

see 09.09.

 

 
20.00 	 Susanne Lundeng, SISU and
	
	B odø Sinfonietta

Riksscenen
 
Trond Korsgård, conductor
 
Rolf Wallin: Imella, for fiddle 
and large ensemble

Trad.: Brurmarsj fra Saltdal, 
	 arr. Håvard Lund
S. Lundeng: Kela, 
	 arr. Håvard Lund
S. Lundeng: Var februar, 
	 arr. Rolf Wallin
S. Lundeng: Lende, 
	 arr. Håvard Lund

Susanne Lundeng, fiddle soloist

Glenn Erik Haugland:  
Svart metall, for percussion
 
ensemble and sinfonietta 

SISU percussion ensemble, 
soloists
 
Produced in collaboration with 
Folkelarm and Riksscenen.

Admission: 150/100

 
21.00 	 Ann Liv Young:

Cinderella	
see 10.09. 
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	Tu esday 14.09. 

 
19.00 	 Arditti Quartet

Slottskapellet, The Royal Palace 

Olga Neuwirth:  
	 In the Realms of the Unreal
Jørgen Karlstrøm:  
	 No Art WP
Evan Gardner:  
	 The Oxford Dictionary of
	 Music WP
György Kurtág:  
	 Officium Breve
 
Admission: 200/150 

 
19.00 	 Verdensteatret

see 09.09.

 
21.00 	C omposition and 
	 craftsmanship
	 Gyldendal Norsk Forlag, 
	S ehesteds plass

Tomas Espedal on writing.  
Jon Øystein Flink on writing 
and singing. 

Eivind Buene on writing and 
composing.

Susanne Christensen on writ-
ing and listening to Laurie 
Anderson.

Exclusive performances: 
Eivind Buene sings Schubert 
and Jon Øystein Flink as singer-
songwriter
 
In Norwegian language only 
In collaboration with Vinduet.

Admission: 100 

	  
	W ednesday 15.09. 
 
 
13.00 	 Carillon Concert

Oslo City Hall Tower

Vegar Sandholt, carillon
Arne Nordheim: Partita Per 
Carillon
1. Som fantasi
2. Hastig
3. Flater - punkter
4. Chime

John Courter: TBA

In order to experience the 
concert from the City Hall 
tower, please arrive at 12.45 in 
the City Hall reception. 

Limited capacity: Max. 50 
people. 

Admission free

 
18.00 	Kaf ka transformed,
	
	 With a little help from his 

friends Kurtág, Benjamin, 
Sebald and Deleuze.
The Norwegian National Opera 
& Ballet, Formidlingsrommet

Introduction to Kurtágs Kafka-
Fragmente, in the form 
of a radio show, by Magnus 
Haglund.
 
Admission free.

 
19.00 	 György Kurtág: 

Kafka-Fragmente op 24
The Norwegian National Opera 
& Ballet, Scene 2 

Salome Kammer, soprano
Carolin Widmann, violin
Antoine Gindt, stage direction
Klaus Grünberg, stage and 
	 lights design
Gwendoline Bouget, costumes

Produced by Théatre et  
Musique Paris in collaboration 
with The Norwegian National 
Opera and Ultima.

Produced with support from 
Réseau Varèse.

Admission: 300/200

 
19.00 	 Verdensteatret

see 09.09. 

 
20.30 	 Ultima Noise Fest

Sukkerbiten, by the Opera 
 
Monolithic
Skullflower 
The Sons of God 
Oneohtrix Point Never

Produced in collaboration 
with Blå and Øya festival.

Admission: 100

	  
	T hursday 16.09. 

 
18.00 	 Ida Bryhn

Oslo Concert Hall, small stage

Ida Bryhn, viola
Eirik Raude, percussion
Linda Bouchard: 
	 Pourtinade
Emil Bernhardt: 
I	 ntermezzi for solo viola WP
György Kurtág: 
	 Jelek
Luciano Berio: 
	
	 Naturale (su melodie siciliane)

In collaboration with  
Rikskonsertene

Admission: 150/100

19.00 	 Verdensteatret
see 09.09. 

19.30 	 ,said the shotgun to 
 
	 the head

Oslo Concert Hall

Oslo Philharmonic Orchestra
Conductor: Jonathan 
Stockhammer

Arne Nordheim:  
Epitaffio for orchestra and  
magnetic tape

Olav Anton Thommessen:  
Tuba mirum for saxophone 
quartet and orchestra WP
NoXaS saxophone quartet, 
soloists

Saul Williams/Thomas Kessler: 
,said the shotgun to the head
Saul Williams and twelve young 
local rap artists

Produced by Oslo Philharmonic 
Orchestra

Admission: 200/100

21.00 	 Ultima Noise Fest II
Blå

The Skull Defekts 
Family Underground 
Daniel Menche
Torgny & Zweizz
Emeralds
Prins Thomas DJ set

Produced in collaboration 
with Blå.

Admission: 100

22.00 	E nsemble Musicatreize
Månefisken

The chamber choir Musica-
treize from Marseille. 

Zad Moultaka: L’autre rive
For 12 voices, cimbalom,  
percussion and guitar

In collaboration with the  
festival Tenso Days.

Admission: 200/150
 
 
 
 
 
 

 
	 program

 
	
	  
	 Friday 17.09.

 
12.00 	 Lunch concert

Ny Musikk

Karstein Djupdal:  
Abstrakt musikk: En studie 
av en studie WP
Based on “Étude aux Chemins 
de Fer” by Pierre Schaeffer

Musicians from the Norwegian 
Academy of Music:
Hallvard Sæbø, violin
Kristian Granmo, guitar
Geir Johansen, percussion 

Fristad: Resonances of Lontano
Improvisation based on Lon
tano by György Ligeti

Stine Sørlie: Kafkaesque —
A musical interpretation of 
Kafka WP

Fristad:  
Hanne Rekdal, flute, bassoon
Gudrun Faleide Fristad, 	
	
	 saxophones
Ane Marthe Sørlien Holen
 	
	 percussion

Produced by Ny Musikk.
Admission free 
Light lunch buffet.

 
18.00 	 Nederlands Kamerkoor and

	
Det Norske Solistkor
	
Grønland kirke
 
Conductors: Kaspars Putninš 
(NK) and Grete Pedersen (DNS)

Micha Hamel:  
Trees WP
Isadora Zebeljan:  
Lalum lato WP
Giacinto Scelsi:  
Antifonia 
Thomas Tallis (1505–1585):  
Lamentationes
Arne Nordheim:  
From Tres lamentationes
 
Eivind Buene:  
Allsang WP on new version
Fiddle: Gjermund Larsen

Luigi Nono:  
Das Atmende Klarsein
Flute: Bjørnar Habbestad
Live electronics: Alvise Vidolin 

Arne Nordheim Composer’s 
prize 

In collaboration with the 
festival Tenso Days and the 
Ministry of Culture, produced 
by Det Norske Solistkor, NOTAM
and Ultima. With financial 
support from the Embassy of
the Kingdom of the Nether-
lands.

Admission: 300/200

 
19.00 	 Verdensteatret

see 09.09.
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21.00 	 Etudes

Dramatikkens Hus

Projects that have been a part 
of the music theatre week at 
Dramatikkens Hus, are per-
formed.  

Participants: 
Ignas Krunglevicius and 
	E nsemble Ning
Susanne Øglænd and 
	 Finn Iunker 
Trond Reinholdtsen,  
Christina Lindgren and  
	S tefan Thorsson 
Erik Dæhlin and Gunnar  
	W ærness

A collaboration between 
Dramatikkens Hus and Ultima.

Admission: 100

 
	Sa turday 18.09.

 
14.00 	NMH  Orchestra

Norwegian Academy of Music, 
Lindemansalen
 
Rolf Gupta, conductor
Johann Sigurd Ruud, piano
Benjamin Schmid, violin

Alban Berg: Violin Concerto
György Kurtág: Quasi una 
	 fantasia for piano and cham-
	
	 ber orchestra 

Eivind Buene: Stelefeldt WP
 
Produced by Norwegian 
Academy of Music 

Admission: 200/150
 

16.00 	 Pre-concert talk
Uranienborg menighetshus 

Lasse Thoresen, Karin 
Rehnqvist and Maja Solveig 
Kjelstrup Ratkje in conversa-
tion. 

Admission free
 

17.00 	 Latvijas Radio Koris
Uranienborg kirke

Lasse Thoresen:  
Mythes étoilés WP
1. Voici l’heure
2. Ombres et images
Karin Rehnqvist:  
Tenebrae WP
Martins Vilums:  
Abar panjom ardig abag 
gaw ekdad kard (On the 
Conflict Waged with the
Primeval Ox) WP
Toivi Tulev:  
Tanto gentile WP 

In collaboration with the festi-
val Tenso Days and the Norwe
gian Academy of Music, as part 
of the project Concrescence. 
 
Supported by Arts Council 
Norway.
 
Admission: 200/150 

19.00 	 Maja Solveig Kjelstrup 
Ratkje: Crepuscular 
Hour WP)
Uranienborg kirke 

Grete Pedersen, conductor

Det Norske Solistkor, 
Nederlands Kamerkoor 
Latvjias Radio Koris 
Nils Henrik Asheim, organ 
Noise musicians Antoine  
Chessex, Lasse Marhaug, Sten 
Ove Toft, Per Gisle Galåen, Stian 
Westerhus and Kjetil Hanssen. 

In collaboration with the fes-
tival Tenso Days. With support 
from the Embassy of the King
dom of the Netherlands and 
Norwegian Composers Fund. 

Admission: 200/150

 

 
21.00 	 Ultima Celebration

Blå 
 
Idea gardeners Jazzmontør 
ends the festival with a bang. 

Prins Nitram, Erwin Stache, 
Captain Credible, Cuckoo 
Music, VJ Palegolas, Harpiks and 
DJ Olle Abstract. There will also 
be installations, film and reflec
tions from the past eleven 
Ultima days.

Admission: 100

 
	u ltima — oslo contemporary music festival 



Ph
ot

o:
 R

un
e 

K
on

gs
ro



 Forest Event Number 4
(Danger Music for Henning Christiansen) 

Climb up into a tree. Saw off the branch you sit upon.
– Bengt af Klintberg, 1966.
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	Su nday 05.09. 
 
 
13.00	 87,3 Kilo Ohm

The Norwegian  
National Opera and 
Ballet 
 
Opening of Erwin Stache's
sound installation. 

The installation will remain 
active until 18.09.
 
Produced by Atelier Nord 
and Ultima. 

Admission free. 
 

 
	W ednesday 08.09. 

 
10.00	O rchestral excerpts
	

Norwegian Academy 
	 of Music

 
Installation by Eivind Buene. 
The installation will remain 
active until 18.09. 

Admission free. 
 
 
Energy Field
The Norwegian National Opera 
and Ballet, Foajeen 

Sound installation by Jana 
Winderen. 

Produced in collaboration with 
Notam

The installation will remain 
active until 18.09. 

Admission free.  

	  
	 Thursday 09.09.
 
 
15.00	O pening of Romklang.

Soria Moria Restaurant 
 
The artist Jørgen Larsson intro-
duces his installation Romklang, 
which enables guests at the 
restaurant Soria Moria to influ
ence the sound using their own 
iPods or iPhones.
 
The installation will remain 
active throughout September.

Admission free. 

	
Friday 10.09.

 
09.30	 Drivhuset

Teknisk Museum 
School project at Teknisk Mu
seum in the exhibition Musik-
kmaskiner. 

A cooperation between Ultima, 
Drivhuset and Teknisk Museum. 
 

	
Saturday 11.09.

Family workshop  
Teknisk Museum 

 
14.00 	 Ultimaskinen

Music workshop for children 
arranged by Drivhuset.

16.00 	M eet composer Knut Wiggen in
	
	 the exhibition Musikkmaskiner

 
You will find parts of his 
ground-breaking digital EMS-

studio from 1969 in the exhibi
tion. Wiggen will play samples 
and talk about the process of 
building the studio. 
Admission: 90/50

 
	 Sunday 12.09.

 
10.30 	 Professional seminar:

Art – A Means to Change?
Henie Onstad Art Centre, 
conference rooms

For composers, musicians, art-
ists and others.

Bus transport from Kongens 
gate 4 at 10h. 
Lecturers: Alexander Carnera, 
Das Beckwerk, Goksøyr & Mar
tens, Cecilie Ore and Hooman 
Sharifi. 

Arranged by Norwegian Society 
of Composers 
Sign up for the seminar by 
sending an e-mail to seminar@
komponist.no by 07.09. 

Admission: 500  
(including concert with Beck-
werk 11.09) 
 

	M onday 13.09 

 
11.00 	 Conference: 

Where Text And Music Meet 
Theatre
Dramatikkens Hus  
 
Cecilie Ore: From Opera 
to Soap opera 
Verdensteatret: Artistic strate-
gies in own productions
Tore Vagn Lid: Presentation 
of his thesis: 'Mutual Alien
ation' – The Theater as a Space 
for Critical Experiences in the 
Metabolism Between Stage and 
Music, in the form of a lecture 
and performance. 

Discussion: Strategies for in
novative work with music and 
theatre.

Cecilie Ore, Verdensteatret, Tore 
Vagn Lid, Susanne Øglænd and 
Trond Reinholdtsen. 
Moderators: Kai Johnsen and 
Lars Petter Hagen 
 
In Norwegian language only

In collaboration with Dramatik
kens Hus and Den Nye Opera. 
Supported by Fritt Ord 
 
Admission: 350 incl. lunch

 
	 Tuesday 14.09.

 
09.30	 Drivhuset

See Friday 10.09.

	W ednesday 15.09.

 
09.30	 Drivhuset 

See Friday 10.09.
 
16.30	 Panel discussion: 
	
	 Oslo as Festival Node

Sukkerbiten

How do the node-institutions 

contribute to make Oslo an at
tractive music scene?  

With Edvard Askeland (Oslo 
Jazzfestival), Erlend Mogård 
Larsen (by:Larm), Jonas Prang
erød (Øya), Lars Petter Hagen 
(Ultima), representatives from 
the City of Oslo and the Ministry 
of Culture.

Moderator: Runar Eggesvik

In collaboration with Musikk
byen Oslo 

In Norwegian language only

Admission free
 

 
	 Thursday 16.09.

 
09.30	 Drivhuset 

See Friday 10.09.

	  
	 Friday 17.09.

 
13.30	 Concrescence – Conference
	

on microtonality.
Norwegian Academy  
of Music 

For singers, folk musicians, 
choirs, conductors and com
posers.

Lectures in Scandinavian folk- 
song techniques ("kulning" and 
"kveding"), sound-based vocal 
music, microtonal ear training 
and studies of new vocal com
positions.  

See full program inside the 
magazine.  

Produced by Norwegian Acad-
emy of Music. 

Sign up for the seminar: hjelen@
nmh.no by 10.09. 

Admission: 400  

(for all seminars except the 
choir leader seminar on 18.09.) 
Free admission for students 
and employees at the Academy. 
 

 
	 Saturday 18.09.

 
09.30	 Concrescence
	

See Friday 17.09.
 

 
11.00-	 Parallax 
16.00	T eknisk Museum

The improvisation trio Parallax 
and sound designer Elisabeth 
Nilsson invites children to 
sound- and light experiences. 
 

 
	 Sunday 19.09.

 
11.00	 Concrescence
	

See Friday 17.09. 
 
11.00-	 Parallax
16.00	S ee Saturday 18.09. 

 
	 During the whole 
	  
	 festival period:

 
	Ex hibition: Musikkmaskiner 

Teknisk Museum 

Where do you draw the line be-
tween a musical instrument and 
a machine? To what extent can 
music be created without using 
technology? Does technology 
stimulate or inhibit creativ-
ity? These are just a few of the 
questions that are addressed in 
this exhibition.
 
Exhibition:  
The Creative Act
Henie Onstad Art Centre 

Several artists make use of 
material from the archives to 
actualize the present. In this 
exhibition, works of Maryam 
Jafri, Carlos Motta as well as 
the Lithuanians Gediminas and 
Nomeda Urbonas and the New 
York based artist couple Angel 
Nevarez and Valerie Tevere are 
on display. Unique historical 
elements are restaged, and by 
doing so, the artists say a lot 
about political conflicts today.

Conferences and installations
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		B  lack Box Teater

	M arstrandgata 8
	 +47 23 40 77 70 

Tram no. 11, 12 and 13 to Birke
lunden, tram no. 17, bus no. 31 
and 32 and metro no. 5 to Carl 
Berners plass, bus no. 30 to 
Dælenenga and bus no. 20 and 
21 to Købehavngata.  

 
	 Blå
	B renneriveien 9C. 
	
	 +47 98 25 63 86 

Tram no. 11, 12 and 13 to Schous 
plass or bus no. 54 to Møller
veien.
 
	
	  
	T he Norwegian National 
	O pera and Ballet
	
	K irsten Flagstads plass 1 
	
	 +47 21 42 21 21 

Tram, bus and metro to Jern
banetorget or train to Oslo 
Central Station. 
 
	
	  
	D ramatikkens hus 
	T øyenbekken 34 
	
	 +47 22 05 90 60

Tram no. 18 and 19 and Bus no. 
60 to the bus terminal on Grøn
land or bus no. 37 to Tøyengata. 

 
	 Fabrikken
	M almøgata 3 
	
	 +47 22 80 59 00 

Tram no. 11, 12 and 13 to Birke
lunden, tram no. 17, bus no. 31 
and 32 and metro no. 5 to Carl 
Berners plass, bus no. 30 to 
Dælenenga and bus no. 20 and 
21 to Københavngata. 

	  
	Ga mle Logen
	G rev Wedels plass 2 
	 +47 22 33 44 70

Bus no. 60 to Bankplassen or 
tram no. 12 to Rådhusplassen. 
 
	
	  
	G rønland kirke 
	G rønlandsleiret 34 
	 +47 23 62 91 60

Tram no. 18 or 19 to Munkegata 
or bus no. 37 to Politihuset 
(Oslo Police HQ). 

	  
	Gy ldendal Norsk Forlag 
	S ehesteds gate 4 
	 +47 22 03 41 00 
 
Tram no. 11, 17 and 18 to 
Tullinløkka or any metro line to 
Nationaltheatret. 

	  
	H enie Onstad Art Centre
	
	S onja Henies vei 13, 1311 
	
	H øvikodden 
	 +47 67 80 48 80 

Bus no. 151 from Oslo bus 
terminal to Høvikodden. 
 

	  
		Ku  lturkirken Jakob

	H ausmannsgate 14 
	
	 +47 22 99 34 54 

Tram no. 11, 12, 13, 17 and bus 
no. 30 and 31 to Hausmannsgate 
or bus no. 34 and 54 to Jakob 
kirke. 
	
	  
	Li tteraturhuset
	
	W ergelandsveien 29 
	 +47 22 95 55 30 

Tram no. 11, 17 and 18 to 
Welhavens gate. 

 
	 Månefisken
	S agveien 23 
	 +47 22 35 60 22 

Tram no. 11, 12 and 13 to 
Biermanns gate. 

	N orwegian Academy	
	 of Music 
	S lemdalsveien 11 
	
	 +47 23 36 70 00 

Any metro line and tram no. 11,
12 and 19 to Majorstuen. 
 
	 Ny Musikk
	P latous gate 18 
	 +47 21 99 68 00

Tram no. 18 and 19 and bus no. 
60 to the busterminal on Grøn
land or bus 37 to Tøyengata. 
 
	 Oslo Concert Hall
	M unkedamsveien 14 
	 +47 23 11 31 00 

Any metro line to National
theatret (exit Ruseløkkveien).  
 
	 Oslo City Hall
	 Fridtjof Nansens plass 5 
	 +47 23 46 16 00 

Tram no. 12 to Rådhusplassen. 

	Pa rkteatret 
	O laf Ryes plass 11 
	
	 +47 22 35 63 00 

Tram no. 11, 12 and 13 to Olaf
Ryes plass. 

	Ri ksscenen 
	T rondheimsveien 2 
	 +47 23 89 68 58 

Tram no. 11, 12 and 13 to Nybrua
or tram no. 17 and buss no. 30 
and 31 to Heimdalsgata. 
 
	S oria Moria Restaurant
	V ogts gate 64 
	 +47 22 79 70 70 

Tram no. 11, 12 and 13 and bus 
no. 20 to Torshov. 
 
	T he Museum of
	C ontemporary Art 
	B ankplassen 4 
	 +47 21 98 20 00 

Bus no. 60 to Bankplassen or 
tram no. 12 to Rådhusplassen. 
 
	T he Royal Palace, Slotts-
	 kapellet
	H enrik Ibsens gate 1 
	 +47 22 04 87 00 

Tram no. 13, 19 and bus no. 30, 
31 to Slottsparken. 

	  
		  Sukkerbiten

	B jørvikautstikkeren near The 
	
	N orwegian National Opera 
	
	 and Ballet.
 
Tram, bus and metro to Jern
banetorget or train  
to Oslo Central Station. 
 
	T eknisk Museum 
	K jelsåsveien 143 
	 +47 22 79 60 00 

Tram no. 12 to Kjelsås or bus no. 
25 and 54 and train no. 300 to 
Kjelsås Stasjon. 
 
	
	 Uranienborg kirke 
	D aas gate 29 (on the top 
	
	 of the hill) 
	 +47 23 62 90 80 

Tram no. 19 or bus no. 21 to 
Uranienborgveien. 
 
	 Uranienborg 
	 menighetshus
	D aas gate 17 (appr. 200 
	
	 metres towards Majorstuen 
	 from Uranienborg kirke). 
+47 23 62 90 80 
Tram no. 19 or bus no.21 to 
Uranienborgveien.

	  
		G  et Ultima tickets  
	  
		  on Billettservice

or at the venues! You can 
choose between total pass and 
five-clip tickets if you want to 
attend many concerts. 

	T otal pass NOK 1600/1000

Gives access to all the events 
for the entire festival. (Except 
seminars.)
	
	 Five-clip ticket

Five optional events for NOK 
500 NB: Not available through 
Billettservice.

	 Single tickets

See the information for each 
event. The first mentioned 
charge is the full price, the lat
ter is a discount for students, 
senior citizens and unemployed 
persons.

	Di scounts

All the events at the Norwegian 
Academy of Music are free for 
academy students.

	Ti cket sales

Buy passes and tickets (not 
clip tickets) at billettservice.no. 
Reservation by phone at Billet
tservice: 815 33 133. Tickets can 
also be bought at Narvesen and 
7-Eleven, and at the entrée of all 
the arenas.

	G roups

For larger groups and special ar
rangements, contact Ultima for 
offers and discounts: billetter@
ultima.no, or call Anne Læhren 
at 22 40 18 96.

	NB !

Events may be sold out. To 
secure access to the events 
with a total pass/clip ticket, we 
recommend that you turn up in 
good time.

venues tickets
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	 Essay—		 The Timeless Radicalness
	of  Reicha 

“Even if the work itself definitely is a men
tal process, for me it is something physical, 
almost bodily – ‘an act of the hand’”, says 
composer Magne Hegdal about his work. 

“I am a manual worker”. His piece Stort sett 
(All in All), which makes its Norwegian debut 
at the Ultima festival, is among his latest 
compositions, and the composer himself 
perceives it as a seminal work. “I’m not in
 a position to judge its qualities, but in terms 
of labour, it represents the peak of what I'm
capable of”. The piece relates to music from
earlier times and revolves around themes
like tradition, craftsmanship and nature, as
well as personal thoughts on composition. 
In this article Hegdal writes about one of his 
major sources of inspiration: the composer 
Anton Reicha.

		 By Magne Hegdal

tickets
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this holy principle (like in the “post-modern” 
recomposings of Händel and Monn from the 
early 1930s, or in his later tonal works), it may 
seem that he, regretfully, had to recognise 
that the artistic drive did not quite match the 
ideal. 
	R egarding Stravinsky, we find that the atti-
tude towards this matter becomes even more 
complicated. He complains – who Schönberg 
accused of precisely this breach in historical 
continuity – in Poetics of Music in the Form 
of Six Lessons about the worshipping of the 

“individual whim” and lack of fellowship and 
continuity among his contemporaries. Even  
if he does not have any illusions or beliefs 
that the development will inevitably lead to 
an improvement, he still maintains a historical 
connection is of fundamental importance.  
He considers Berlioz “an erratic block” that,  
in his view, is outside the historical continuity 
(his “origin is unknown”) and to whom he typ-
ically does not assign any deeper meaning. 
	 I dare not think about how Stravinsky 
would characterise Berlioz’ teacher Anton 
Reicha (1770-1836) – if the man was well 
enough known to be granted a reference!

Upheaval
The thought of a continuous stylistic devel-
opment is by no means eternally valid. One 
can encounter breaches in both the works 
of Stravinsky and Schönberg, and a more or 
less distanced use of historical stylistic means. 
And this is actually an important tendency in 
20th century music – like in the radical con-
tempt towards modernism of Rued Langaard 
(”No the music is discovered and cannot be 
discovered again”), the “desertion” from the 
Darmstadt school by Bo Nilsson or the many 

“re-narrations” of the classics in recent years 
(from Bach to Schönberg at Ultima 2009 or 
Ligeti in the 2010 festival). 
	T his is nothing new. In a historical per-
spective it is probably rather the idea of 
perpetual development that represents 
something new – and ephemeral. Especially 
in times of transition: between epochs char-
acterised by conformity in terms of style, we 
find the erratic blocks of Stravinsky. Still this 
is a misleading term; we are here considering 
artists that to a great degree belong in their 
own time – that relate to the material availa-
ble to them and reshape it into a personal ex-
pression. But if the “development” does not 
create its own value and carry on this effort, it 
will remain as a historical slip. Consequently 
it is also often considered uninteresting artist
ically, even when it results in achievements on 
a level of absolute excellence. 

Open-minded free radical craftsman 2:  
Czech-born composer Anton Reicha (1770 
– 1836).

Open-minded free radical craftsman: Magne
Hegdal (b. 1944). Photo: Rune Kongsro

Style and development
Music history is generally perceived as a 
kind of naturally given development in 
terms of style, a development that sees 
the new leading the old having become 
an artistic criterium. And moreover what 
breaks with such a historical continuity 
in one way or another can be easily dis-
missed as worthless.
	 For Schönberg, this idea was more or 
less like a dogma – and it was not all about 
development, but improvement: music 
becoming more and more advanced, 

“educating” the audience, making the mu-
sic that seems impossible to comprehend 
today into an everyday whistling tune of 
tomorrow. When he himself breached 
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In our attitude to music history, we like sim-
plifying. The last part of the 18th century 
and a bit into the next one – the Classical 
period, where classical logic of form gradu-
ally became more dynamic and, through 
personal expression, lead to the Romantic 
period. But this period, with war and revolu-
tion, between the Baroque and Romantic, is 
very complex musically. Vienna is the centre, 
but many other important things happen 
elsewhere – and a lot of it is not particularly 

“classical”. Carl Phillipp Emanuel Bach cer-
tainly formed the basis for different types 
of classical form, but important parts of his 
production were hardly understood and 
appreciated until the 21st century. And in 
Spain, Boccherini created chamber music 
that might not have the motivic stringency 
of Haydn (and neither sought it), but a radi-
cal expansion of sound and texture, and an 
expression of emotions that only in the “au-
thentic” performance practice of our times 
has come into life. 
	 And then there is Reicha – harder to cat-
egorise than anyone else: in the midst of his 
days, professor at the Paris conservatory, an 
intellectual with a great interest in philoso-
phy and mathematics (Academy member and 
holder of the Legion of Honour – a remark-
able path for the poor boy from Prague that 
ran away from his home as a ten-year-old!). 
With his history-conscious and theoretical 
attitude he was in certain ways more con-
servative than his peer Beethoven. But at 
the same time, he found musical solutions 
that in their incredible radicalism can enter 
straight into our own time. 

The capsule of time
This train of thought leads to Bernd Alois 
Zimmermann and his idea of die Kugelgestalt 
der Zeit: a unity of present, past and future. 
When he ended his own life in 1970, Zimmer
mann had followed the principle of a more 
and more advanced style to a complex ex-
treme with no further roads to travel. For 
me, this marks the end of a development 
that at the same time opened up to a new 
attitude towards artistic renewal. His own 
collage technique also leads the way ahead – 
and at the same time, it also is close to being 
a resume of the history of European music.  
	 It is striking how this historical “present-
ness” is reflected in Reicha. Because of the 
distance in time, we can see the future part 
of the “capsule” as specific prophecies about 
the music of times to come – often it does 
not centre around influence, as his efforts 
hardly were known for those who at a later 
time picked up similar ideas. 

	M any ideas were indeed continued.  
He was one of the most influential teachers 
of his time, and many of the most important 
Romantic composers were either his stu-
dents or were familiar with his theoretical 
works, which had a wide distribution. Some 
of the most radical ideas come straight from 
Reicha (like the timpani chords in Requiem), 
and his influence is found in musical drama 
by his students, like Gounoud and – Waldemar 
Thrane! In his later years, Liszt adapted a lot 
of radical features from his master, and the 
polyphone chromatics of Franck can also be 
regarded as a distant after-effect of his stud-
ies with Reicha.  
	M ore important news in the 21st century 

– via composers like the two latter – might 
have an indirect connection with Reicha, 
such as modulating chromatics without a 
defined key and key signatures (Schönberg 
1908). When, in a piece for piano, Reicha 
hides the theme in the middle of a row of 
chords, you can only hear if certain notes 
are played with more power than the oth-
ers – well, then it is hard to find anything 
similar before Messiaen. And also between 
these two an indirect connection is imagina-
ble: sound modulation and texture levels are 
typical features for Reicha, and he regarded 
traditional tonality as being far too limited. 
He could use dissonances more like a colour, 
a character, than as a tension that had to be 
released, and his tonality was often more 
modal than functional. These are features  
we know from later French music, and that 
in consequence lead on to Messiaen. But 
specific contact points probably have as 
much to do with personality (system con-
structors!) as with indirect influence. Radical 
features in Reicha's music and theory were 
not met with great understanding and were 
almost regarded as useless speculations. 
Some wheels simply had to be invented all 
over again.

Conceptual music
Reicha related to tradition in a way that 
was remarkably open-minded and free 
of prejudice. Where his friend Beethoven 

“expanded the classical heritage practically… 
from the inside”, he was more distant – 
indeed, in some cases it seems that he 

“completely stepped out of his time”, as the 
Swedish Reicha expert Henrik Löwenmark 
claims. He saw possibilities and drew 
consequences that “were in the cards”, but 
that the mainstream of history did not reach 
until a century later. 
	L öwenmark has shown how his visions 
on new tonal possibilities and the limitations 
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of the major-minor system is found again 
almost word for word in the history-making 
Sketch of a New Esthetic of Music (1907). 
Through new uses of established principles 
he could present, among other things, dis-
sonances that could have found their way 
straight into Ives’ most daring works (”re-
curring chords”). And the budding interest 
in folk music at this time (where Beethoven 
contributed with some of his many wonder-
ful adaptations) manifested itself in Reicha’s 
work in “Balkan rhythmics” like we know it 
fram Bartók! He wrote an advanced canon 
in rhythmics (Messiaen) – and a wind quin-
tet theme where the point is that the tones 
in a chord vanish, one by one; the chord is 
watered out, and simultaneously the sound 
character in the whole is changed (better 
late than never, Stockhausen!). 
	 His radical ideas have on many occasions 
lead to memorable music (some of the 
pieces are in my opinion among the most 
beautiful that exist!). But from time to time 
it seems like the idea is what is most fun-
damental, and the music only an example 
of possible usage (like the title Practische 
Beispiele). And some ideas we do not know 
whether he realised at all. Like the thought 
of writing two quartets, in respectively G ma-
jor and E minor, that could be played sepa-
rately or together (double quartet). In the 
light of his “new system of harmony”, this 
is actually not impossible to imagine. 

Another kind of qualilty
Important parts of Reicha’s works are still 
not available. A lack of knowledge also tends 
to make the editions abundant with errors, 
and many recordings are poor (tempo too 
slow, shortened form). His music often has 
very high technical standards, and many 
performers give up half way (if you expect 
a second rate composer, that is what you 
get; Anner Bylsma is among those who 
have shown us how Reicha can sound when 
taken seriously). 
	 For those who know some of his music, 
my portrayal probably will astound many  
of them, because after all is this not simple 
and at best charming music? Reicha has a 
wide span, and some of the more well known 
music comes from the simple, not always 
interesting part of his production. But it is 
correct to say that the popular, easy-going 
and non-pretentious is part of his distinctive 
character. Sometimes the simple thing can 
become a challenging openness reminiscent 
of later Liszt. Contrarily, “low art” material 
may be combined with intellectual complex-

ity in a way that anticipatse another great 
central European, Mahler. 
	T o do him justice, it is important to real-
ise that we are dealing with an unusual type 
of artist; he is not like a composer “should 
be” at the dawn of the Romantic era. His 
music can admittely be lyrical and expressive 
in a typically romantic manner. But here is 
no battle and victory, no subjective confes-
sions. Here he was on a collision course with 
Berlioz: where Reicha refers to the disciplin-
ing meaning of mathematics for art, Berlioz 
demanded an expression based on personal 
emotion. Reicha was a revolutionary in his 
ability to come up with new ideas, but first 
and foremost he represents the humanism 
of the Enlightenment. His artistic project was 
a project of education (the subtitle of one of 
his theoretical-practical works is “ein Beitrag 
zur Geisteskultur des Tonsetzers” – a contri-
bution to the cultural spirit of the composer), 
and this had a strong element of research 
(a quartet is called Quatuor scientifique). We 
have to value as a positive quality that he 
was experimental and willing to test new 
things, and that he took risks – even if it did 
not always produce very successful results. 
His Memorial Symphony for three piccoloes, 
six oboes, six clarinets, six bassoons, six 
trumpets, three double basses, six military 
drums and four small field canons is honestly 
more of a curiosity than an artistic highlight. 
	 At the conservatory in Paris, he stood for 
the modern in a way that some students mis-
interpreted as anarchy (”anything goes”).  
He was himself aware that “the present” has 
no meaning (qua Zimmermann: “ice bursting”) 
without a past and a future. He composed 
significant pieces over themes by earlier com-
posers (Frescobaldi, Bach, Händel and several 
others), and the work La Chercheuse d’esprit 
is a “recomposition” of French songs from the 
16th century (”Accompagnées d’un Harmonie 
moderne”). At the same time, his “new combi-
nations” are consciously directed at posterity; 
in the comments to a piece with experimental 
tonality, he says that he will only give this ex-
ample – in addition, he will only refer to the 
future. 
	R eicha represents an artistic seriousness 

– without taking himself too seriously; an ex-
ploratory openness and a belief in renewal 
and growing insight. He represents a knowl-
edge based independence – against every 
form of conformism. As I see it, his attitudes 
have inspiring relevance in today’s situation, 
and they are evident in a music that is still 
exeptionally vital, fresh and expressive – as 
well as challenging!			 
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Fall
Throw things that are difficult to throw  

because of their light weight. 
– Lee Heflin, date unknown.
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		  György Kurtág—
		  Fragments of Kafka

György Kurtág’s composition based on 
excerpts from Franz Kafka’s letters walks 
through them and past them. He stops at
a few and connects them to his own life.

	
		  By Erling Sandmo
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Fragments: Kurtág’s notes from his reading of Kafka’s  letters and diaries has become an intense, hopeful work 
showing him to be the composer of the unclear, or fragmented, memory. Photo: Pascal Victor
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	W ednesday 15.09. 
 

18.00	Kaf ka Transformed, 
With A Little Help From 
His Friends Kurtág, 
Benjamin, Sebald and 
Deleuze

The Norwegian National 
Opera and Ballet, Formi-
dlingssenteret

How come György Kur-
tág has such a perfect 
ear for the fragmentary 
aesthetic of Franz Kafka? 
An investigation of the 
dream levels of Kurtág’s 
work Kafka-Fragmente, 
in the form of a radio 
show. 

By Magnus Haglund,
writer and artist 
from Gothenburg. 

Admission free. 

19.00	Kaf ka-Fragmente
The Norwegian National 
Opera and Ballet, Scene 2

György Kurtág: Kafka-
	 Fragmente op. 24

Salome Kammer, 
	 soprano
Carolin Widmann, violin
Antoine Gindt, stage 
	 direction
Klaus Grünberg, stage 
	 and lights design
Gwendoline Bouget, 
costumes

Produced by Théatre et 
Musique Paris in collabo
ration with The Norwe
gian National Opera and 
Ballet and Ultima.

Produced with support 
from Réseau Varèse.

Admission: 300/200  

György Kurtág’s Kafka Fragments is a work 
that suddenly drops us deep into the maze  
of early 20th century Central European cul-
ture, into a world where everything seems all 
too present yet never there, intense yet indi-
rect, displaced and deferred. 
	K afka is the starting point or more pre-
cisely, the experience of reading Kafka, and 
then at a distance through the composer’s 
diaries, published posthumously as  Hochzeits-
vorbereitungen auf dem Lande. In fact, 
Kurtág’s starting point is even more indirect: 
this is music based on his own notes from 
the letters. This is reminiscent of Passagen-
Werk by Walter Benjamin with his collage-like 
literary wandering through the Parisian  
arcades. Benjamin is therefore a character 
close to this project. There is something 
collector-like, mysterious, deeply melancholic 
and at the same time exceptionally expres-
sive in the Kafka fragments.
	K urtág found his way to these pieces of 
Kafka’s letters through music and during a 
crucial period of his career. In 1957-58 he lived 
in Paris, far from the Hungary where the up-
rising of 1956 had been crushed. He studied 
with Olivier Messiaen and Darius Milhaud and 
worked with psychologist Marianne Stein. 
He heard Webern, read Beckett and later also 
Kafka, an author recommended by fellow 
composer György Ligeti. 
	T hese were important parts of his ballast 
when he returned to Budapest in 1959. But it 
was only much later, in the mid-1980s, that he 
returned to his Kafka collection and became 
obsessed with putting every bit of it to music.
	 Although the fragments in themselves 
are untouched texts, like objects in a museum, 
the composition is formed by Kurtág’s wan-
dering past and between them, stopping 
beside some of them and tying them to his 
own life. He himself has emphasised how this 
music-making, the dramatisation of another 
man’s diary, is deep and autobiographical. 
The last of the fragments, “Es blendete uns 
die Mondnacht …” (”The Moon Night Blinded 
Us..”.) has had an added subtitle: “… a couple 
of snakes crawling in the dust: Márta and I”. 
Márta is Kurtág’s wife, the pianist. This text  
is not sung but played with conviction and 
contributes to the intensity of the work. 
	O ther fragments also have dedications: 
the second main part has just one, “Der 
wahre Weg” – “The True Path”. This is a “hom-
age-message”, a subtle tribute to Pierre Boul-
ez. Boulez can be saluted as someone who 
staked out a “true path” for new music in 
post-war Europe. But for Kafka, this of course 
is about something different: the idea that 

there are “good men”, hidden from everyone 
else, buoying up life and the world by sticking 
to the straight and narrow.	
	W e are introduced to them right in the 
first segment: “Die Gute gehn im gleichen 
Schritt …”: “The good ones walk in stride 
together. Unaware they are there, the oth-
ers dance the dance of time around them”. 
It is beautiful and closely connected to Jew-
ish legends with which Kafka and Benjamin 
would have been familiar and preoccupied. 
Between this opening and the end, it is also 
warmly connected to Márta: with the two of 
them as snakes crawling in curved lines down 
below. They know about the good men, but 
still cannot move in straight lines. They are 
just there, hoping for good things to happen 
close to them. But in the end, everything is 
just fragments, memories, the half-forgotten. 
Kurtág is above all the composer of the un-
clear memory, dramatically revealed here, this 
silent will to search back into one’s own past 
through another man’s memories and dusty 
collections.
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Oneohtrix Point Never: One of the “All Star Team” of international and Norwegian 
artists that makes the line-up for Noise Fest a spectacular one. Photo: Shawn Brackbill

Weird Science: Critic’s favourite and 
hard hitting duo Stian Westerhus and 
Kenneth Kapstad as Monolithic.

Norwegian Royalty: Producer and DJ 
Prins Thomas mixes up his own brew of 
“space disco”. 

Photo: ?

Wall-of-noise: Skullflower, with legendary Matthew Bower, will rattle up the 
cage with pure noise. 

Jean Michel Jarre: Cleveland 
noise band Emeralds with refer-
ences to the 1980s synth scene.

Evil Head: Nordwall and Rylander are the 
cream of the droner-crop and is gettin’ their 
groove on at Noise Fest.



		  ULTIMA Noise Fest—

Today’s contemporary noise scene draws on a   variety of influences, from the industrial sounds  of the Italian futurist orchestra at the turn of the  20th century, to the incredible variety of sound  scapes made possible by recording techniques,  electrical instruments and digitial music making.  In Norway, noise has gained a particularly strong  foothold, attracting performers from many  genres and serving as a creative melting pot of   inspirations from rock, jazz, metal, improv and   composed music. 
		A   major part of the noise artists who per-
form at Ultima Noise Fest continue in the foot-
falls of the style termed ‘New Weird America’  
by the magazine The Wire. Both Oneohtrix Point 
Never and Emeralds have been inspired by the 
synth-based electronica of the 1980s as well as 
70s Krautrock and Kosmische Musik. At times, 
the music even flirts with something fit to 
dance to. Some reviewers compared Emerald’s 
sound landscape on the album ‘Does It Look   Like I’m Here?’ to those created by Norwegian  producer Prins Thomas.
		  But there are also more earthbound experi-
ences to be made, as with the Swedish alterna-
tive rock band The Skull Defekts, made up by 
Joachim Nordwall and Henrik Rylander. They 
present minimalist noise with a trembling groove.
		T  he more energetic and metal-inspired style 
that dominated the noise scene around the turn 
of the century is represented as well. British Skull

	  
	W ednesday 15.09.
 

20.30 	 Ultima Noise Fest
Sukkerbiten, by the  
 
Opera 
 
Monolithic Skullflower 
The Sons of God 
Oneohtrix Point Never

Produced in collabo-
 
ration with Blå and Øya 
 
festival.

Curated by Sten  
 
Ove Toft

Admission: 100

	  
	T hursday 16.09.

21.00 	 Ultima Noise Fest II
Blå

The Skull Defekts 
Family Underground 
Daniel Menche
Torgny & Zweizz
Emeralds
Prins Thomas DJ set

Produced in collabo-
 
ration 
with Blå.

Curated by Sten  
 
Ove Toft

Admission: 100

Saturday 18.09.

19.00 	 Maja Solveig 
 
	Kj elstrup
 

Ratkje: Crepuscular 
Hour WP)
Uranienborg kirke 

Grete Pedersen,  
 
conductor

Det Norske Solistkor, 
Nederlands Kamerkoor 
Latvjias Radio Koris 
Nils Henrik Asheim,  
 
organan, 

Noise musicians  
 
Antoine Chessex, 
Lasse Marhaug, Sten 
Ove Toft, Per Gisle  
 
Galåen, Stian 
Westerhus and Kjetil  
 
Hanssen. 

In collaboration with 
 
the festival Tenso Days.  
 
With support from the 
 
Embassy of the King- 
 
dom of the Nether-
lands and Norwegian 
 
Composers Fund. 

Admission: 200/150
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flower has evolved into a trio and conjures up   massive walls of sound accentuated by white 
noise. Monolithic from the Norwegian city of 
Trondheim mix freestyle jazz with metal. The 
duo consists of Stian Westerhus (of Puma and 
Bladed) and Kenneth Kapstad (Motorpsycho). 
		  Copenhagen-based duo Family Under-
groundtread on much of the same territory, 
but may well be the ensemble that fits the label
drone music best. Sara Czerny and Nicolas Kauff- 
mann both have a number of published works.
		D  aniel Menche from Portland, Oregon, in
habits a more conceptual landscape. This sound 
artist registers his pulse and vocal chords close 
up with a microphone, creating a sripped-down 
and fascinating experience, where the body is 
laid bare both as machine and organism.
		  Yet another performance act, the Swedish 
trio Guds Söner (The Sons of God) does not ad
vertise what will happen on stage. Joachim Nord-
wall, Leif Elggren, Kent Tankred and Henrik 
Rylander keep up the suspense.
		  Finally, Norwegian performance duo Torgny 
& Zweizz, known from acts like Amulet and Død
heimsgaard, bring it on with screaming and digi-
tal darkness. This is their second performance  
as a duo.	
		  Welcome to Ultima Noise Fest!
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Danish roll: The Copenhagen-based duo
 Family Underground visits Norway.

“As loud as possible – Make the 
speakers bleed!” From Portland, 
Oregon to Oslo with his Out-of-
body-experience. Army of Darkness: Performance duo Torgny & Zweizz 

(Amulet and Dødheimsgaard) is dressed for success.
Heavenly Creatures: Swedish performance trio 
does the walk, but never talks about what will 
happen on stage.
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		  Oslo Philharmonic Orchestra—
		  Shotgun to the Head	

“My father’s a preacher, my mother’s a 
teacher, thus … I rhyme”, says slam poet, 
actor and musician Saul Williams.
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Epitaffio
Dies Irae’s connection to the theme of death 
and eternity also creates a bridge towards the 
opening of the concert, in which the Oslo 
Philharmonic Orchestra performs one of Arne 
Nordheim’s early works, Epitaffio for orchestra 
and tape. The first version of this work was 
published in 1963, and it unfolds in the two 
musical media that were perhaps closest to 
this composer’s heart: the symphonic orches-
tra and electronic music. ‘Epitaffio’ is Italian 
for ‘Epitaph’, describing a text written on a 
deceased person’s tomb.

Many will remember Saul Williams from his 
Oslo performances at Øyafestivalen in 2005 
and at Oslo Live in 2008.
	 On September 16, he will perform said 
the shotgun to the head, backed by Oslo Phil-
harmonic Orchestra and ten young Norwe-
gian rappers selected by audition. The piece 
revolves around the terrorist attack on New 
York City in 2001, environmental issues, glo-
balisation and commercialism.

Mod and moods
Williams has a Master’s degree in acting from 
New York University and also studied litera-
ture and philosophy. He has published four 
collections of poetry. As an actor, he made 
himself particularly noted for the lead role in 
the movie Slam in 1998 as the slam poet Ray 
Joshua. In 1999, the film was rewarded with 
both Camera D’Or at Cannes and the Special 
Jury Prize during the Sundance Festival. 
“Who I am and what I do seems to vary by 
mod, mood and mode of expression”, Saul 
Williams has said. “I write. I act. I perform”.
	M usically, Williams has moved both within 
the hip hop, r’n’b, pop, rock and classical. 
Since he started working with music in the 
early 2000s, he has performed with artists 
such as The Fugees, Erykah Badu and Zack  
De La Rocha from Rage Against the Machine. 
Within classical music Williams recently 
worked with the Arditti Quartet, in the 
project NGH_WHT.

Wondrous brass
The concert also features one of Norway’s 
most renowned living composers. Olav Anton 
Thommessen studied composition in the USA, 
Poland and the Netherlands. For many years, 
Thommessen has been professor of composi-
tion at the Norwegian Academy of Music. His 
tuition and guidance has been of great im-
portance to several generations of Norwegian 
composers. 
	T hommesen’s new work, which is pre-
miered by the Oslo Philharmonic and the sax-
ophone quartet NoXas, borrows its title from 
a verse found in the medieval Dies Irae se-
quence (Day of Wrath) praising the wondrous 
sound of trumpets, literally a praise of the 
wonders of life, with the consciousness of 
death as a backdrop. Tuba mirum is often in-
cluded as a part of the Catholic requiem mass.
	 Tuba mirum is performed by the saxo-
phone quartet NoXas and the Oslo Philhar-
monic Orchestra.

 
	T hursday 16.09. 

19.30 	 ,said the shotgun to 
 
	 the head

Oslo Concert Hall

Oslo Philharmonic 
Orchestra

Conductor: Jonathan 
Stockhammer

Arne Nordheim:  
Epitaffio for orchestra 
and magnetic tape

Olav Anton Thomme- 
ssen: Tuba mirum for 
saxophone quartet and
orchestra WP

NoXaS saxophone 
quartet, soloists

Saul Williams/Thomas 
Kessler: ,said the shot-
gun to the head

Saul Williams and twelve 
young local rap artists:

Niusha Almassian, Shel-
don Blackman, Taro 
Vestøl Cooper, Gabriel 
Correa, Samantha 
Gurah, Tommy Hadsel , 
Judy Karanja, Leslie
John Maccarthy, Nasser
Mhende, Orlando 
Molina, Sarah Ramin 
Osmundsen , Amina 
Sewali.

Produced by Oslo 
Philharmonic Orchestra

Admission: 200/100
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Orange Event Number 8 (for Pi Lind)
Eat an orange as if it were an apple. 

(Hold it, unpeeled, between forefinger, middle  
finger and thumb, bite big mouthfuls etc.)

– Bengt af Kintberg, 1963–65.
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		A  rne Nordheim (1931 – 2010)		
		  – A Composer Filled With Wonder
		
		  By Harald Herresthal
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Connecting sounds: Arne Nordheim by the patch panel, Oslo, 
July 1967.  Photo: Jan Erik Olsen / Aktuell / Scanpix
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man who wanted to make his living as a mus
ician. The only musical luggage he brought 
along were his experiences from the drum 
and bugle corps and the choir and organ 
music he had encountered in church; still 
these impulses were just as important as 
those he was to find throughout the wide 
world later on.
	H e was beguiled by the mixtures of the 
organ’s perfect fifths and major thirds, and 
liked to play them in the lower registers, 
without the fundamentals, so he could enjoy 
the split harmonies. It was the same universe 
of colours and overtones he had heard when 
he was allowed to ring the church bells at 
mass. He came so close to them that he sud-
denly could make out their own, fascinating 
melodies and rhythms. Little did he know 
then that this seemingly limited musical  
experience was to become the composer’s 
main reservoir.
	T he first time he heard a professional 
symphony orchestra, was in Calmeyergaten 
Misjonshus, a mission house at that time the 
biggest hall for concerts in Oslo, where Mahl-
er’s second symphony, ‘Resurrection’, open
ed up a new world for him. “The organ player 
became a composer”, a journalist remarked 
in a biographical sketch written for his sixti-
eth birthday. What mattered to Arne Nord-
heim wasn’t just the musical style, but the 
human and philosophical statement Mahler 
was able to relay through his music. The ideas 
the symphony encompassed, the combina-
tion of music and its textual foundation, led 
to something one might call a musical ‘awak-
ening’. Nordheim already had a vision as to 
what kind of music he wanted to compose, 
but where to learn the trade? The Music 
Conservatory in Oslo was just that, a con-
servatory. Here, performance was the main 
subject, composition was something to be 
done in one’s free time. Nordheim heeded 
none of the admonitions to stick to bread-
and-butter work. He left the conservatory in 
1952 without final exams – without the pro-
fessional fundamentals he had come looking 
for and still needed. Together with fellow 
students, he tried to fathom contemporary 
music by studying sheet music and listening 
to records, which turned out to be a costly 
endeavour. He financed these studies by 
working as a longshoreman, telegraph mes-
senger and choir conductor. During a study 
tour to Copenhagen, he was introduced to 
Bela Bartók’s music. The String Quartet, 
Nordheim’s 1956 breakthrough, shows his 
way out of national romanticism towards  
his own direction.

“On the borderline between oblivion and re-
membrance, an old organ repairman is on his 
way to what may be the last assignment of 
his life. He carries with him a suitcase full of 
instruments and the memories of all the or-
gans he has performed repairs, tunings and 
intonations on. I imagine that he let his own 
aspirations ascend to the church vaults on 
the pure air columns within the organ pipes 
and burst on the boundaries of his work”.
	T hese words were spoken by the com-
poser Arne Nordheim on the occasion of the 
staging of Minnebobler, en orgelreparatørs 
erindringer (Memory Bubbles – An Organ 
Repairman’s Memoirs) in 1972. There was 
something profoundly autobiographical in 
his description. The aspirations that ascended 
towards the vaults as he rang the church 
bells in his childhood town of Larvik, were to 
be fulfilled. He went on to become one of 
Norway’s most renowned contemporary 
composers.
	N ordheim’s name is inextricably woven 
into the emergence of modernist music in 
Norway. As a composer, critic and organizer, 
he made sure that the international develop-
ment in music made headway in a society 
where national romanticism still had a bearing 
on art. He challenged conventional wisdom 
which held that nothing but elements taken 
from folk tradition could lend Norwegian 
music a national identity, calling it “an all too 
easy way to take advantage of folklore”. 
Much of the music written by Nordheim’s 
generation in the 1950s sought out the inter-
national movement towards modernity.  
An ageing corps of critics was frustrated by 
the notion that a Norwegian composer did 
not echo Norwegian valley dialects, but in-
stead wrote music that might have had its 
origins anywhere on the globe.

Crossroads
Arne Nordheim was privileged to see that his 
struggle reached an ever-widening audience 
throughout the years, and public recognition 
was forthcoming as well. No other Norwegian 
has received as many Nordic and domestic 
awards for services both as a composer and 
pioneer of contemporary music. He was 
made a resident of Grotten, the official honor
ary artist residence in Oslo. Yet he was never 
a happy-go-lucky success. Nordheim was 
subject to all the adversity and struggle that 
our romantic image of a true genius has to 
overcome.
	H e left his home town of Larvik in 1949 to 
become an organist. At the time, that was 
the most versatile education – as well as the 
safest profession – to choose for a young 

 
	T hursday 16.09. 

	  
	O slo Konserthus

19.30	 Arne Nordheim: 
Epitaffio for 
orchestra and 
magnetic tape

Performed by Oslo Phil- 
 
harmonic Orchestra 

	  
	 FRIDAy 17.09.  
 

Grønland kirke

18.00	 Arne Nordheim: From 
Tres lamentationes

Performed by Det 
Norske Solistkor and 
Nederlands Kamerkoor 

Admission: 200/100

Arne Nordheim 
Composer’s prize
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together in words, sounds and images. The 
Nordheim credo was “Everything must sing”.
	 It was a romantic project that transcended 
borders, just like the performance of Re-
sponse for church organ, magnetic tape and 
for percussionists at Bergen International 
Festival in 1992. Aided by the most recent 
technology, the organ music and church am-
bience in the gothic cathedral in Trondheim 
was relayed live to a huge screen in the medi-
eval feast building Håkonshallen (Håkon’s Hall) 
in Bergen, where the audience was surround-
ed by percussionists in a modern real-time 
concert between two medieval buildings. 
One can only guess what Nordheim would 
have accomplished, had his ideas for the Win-
ter Olympics in 1994 met with success. He was 
planning a world concert spanning five conti-
nents by satellite.
	T ogether with sculptor Arne Haukeland 
he found yet another way to cross bounda-
ries. The year was 1968, and the venue Erling 
Stordahl’s Center for the Blind. The idea was 
for blind people to sense the plasticity of the 
sculpture by the means of sound. Using inte-
grated photo-electric cells and thirteen 
sound channels on the surface, the music  
is constantly shifting. This is the first work 
where Nordheim makes use of a perpetual 
composition. The soundscape evolves 
through recordings of varying lengths that 
take a long time to meet at their point of ori-
gin. This idea advances further in the music 
written for the Scandinavian pavilion at the 
Expo ’70 in Osaka. Six tape loops of differing 
lengths will take 102 years before they meet 
at their point of origin if played continuously.
	 It appears Arne Norheim wants to break 
through the very time frame of human life 
and create a sort of parallel to life on Earth, 
which has moved forward with constant 
change and movement since the dawn of 
time. The same concept made him write music 
that is a sort of imprint of earlier times.  
In Dinosaurus (Dinosaur) from 1977 for accord
ion and tape, Nordheim recreates a prehis-
toric world. Titles such as Nachruf (1956/75) 
and Spur (1975) show a sensibility and awe for 
the past. His choice of texts from Greek myth
ology, the Bible and grand thinkers and pon-
derers throughout history, as well as his use 
of inspiration from older music, show that 
Nordheim tried to cast light on his own time 
to gain a new understanding of it. Such was 
his vision of the composer’s quest and mis-
sion in modern times. Most of the time, texts 
and words set his musical imagination in mo-
tion, not just due to the timbre they intro-
duce to the world or can be made to repre-
sent, but because of the challenge of having 
music express deeply felt emotions.

During a period of study in Paris in 1955, he 
got to know electronic music, the so-called 
musique concréte, a form that uses recorded 
music and sound as a basis for electronic 
treatment. As time went by, Nordheim be-
came a pioneer in the field of electronic music 
in Norway, not least owing to his studies in 
Warsaw and Stockholm. At festivals like Nord-
iske musikkdager and Ung Nordisk Musikk, he 
finally met with an understanding of the path 
he had chosen, and his encounters with Nor-
dic colleagues and the composer György 
Ligeti made a decisive impact on his artistic 
growth.

Art’s Thorny Road
Norway hadn’t caught up with international 
developments yet by the 1960s. Contempo-
rary music swamped it like a thunderstorm; 
when it came, it came all at once and the 
music establishment was shocked. During 
these years, Nordheim manned the barri-
cades for this new music: he was chairman  
of the Norwegian Society of Composers as 
well as the organisation Ny Musikk (Norwe-
gian section of ISCM). He also played an  
important role as music critic for the news-
paper Dagbladet, where his irreverent pen 
mocked a musical establishment that was 
more than content with mediocre perform-
ances of standard repertoire, but refused  
to prick up its ears to appreciate the value  
of modern music. He struggled against the 
conservative press, and while he could en-
dure its contempt for his own works, he paid 
a personal visit to the editorial offices of one 
paper that printed an opinion by its critic 
stating that it was an abuse of the taxpayer’s 
money to commission a work from one of 
Nordheim’s younger colleagues, making sure 
that this particular critic was relieved from 
writing about contemporary music.

Communication Without Borders
Arne Nordheim’s works bore the mark of his 
struggle against isolation. His compositions 
nearly always have communication and un-
derstanding between people as an underlying 
motif. He wanted to use his music to cross 
borders, widen the horizon on all levels. His 
cantata written on the occasion of the Nor-
wegian broadcaster NRK’s fiftieth anniversary 
in 1976 is a case in point. 300 performers 
were spread over five cities thousand of kilo
meters apart. Their respective musical con-
tributions were coordinated and united in 
the radio studio in Oslo before they were 
sent back as a unified musical oeuvre, where 
the whole nation figuratively and literally 
sang along. He wanted to bind the country 
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The first page of Arne Nordheims score for Epitaffio per orchestra e nastro magnetico 
(1963, rev. 1978). Printed with permission from Edition Wilhelm Hansen AS
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time before recognition was due here  
as well.
	H is scores for a number of radio and tele
vision plays made a wider audience aware of 
Nordheim’s tonal expression. The indisput-
able breakthrough occurred with the ballet 
The Tempest in 1979, performed at Den Nor-
ske Opera (The Norwegian National Opera & 
Ballet), the score for the play Antigone (1991) 
and the musical drama Draumkvedet (built 
on the late medieval text The Dream Poem) 
in 1994. Some critics made the claim that 
Nordheim’s public success with The Tempest 
was due to the fact that he had undergone  
a change of style, and now made use of mu-
sical devices from the late romantic period.  

“I haven’t changed, but the audience has”, 
Nordheim commented.

Back to the Roots
The dramatic oratory Nidaros (1997) and the 
national poetic vision of Draumkvedet con-
stitute highlights of Nordheim’s work during 
the 1990s. They bear some relation to the 
national pre-War oratories, but are not about 
chauvinism or national romanticism. The lay-
ers of human faces and destinies that stand 
out from the darkness of history tell the story 
of humanity’s journey from the cradle to the 
grave. “It is the nature of the bell to sing its 
songs for each generation after the other”, 
Nordheim once said, again making the church 
bell a symbol of the link between times 
passed and present.
	T he ancient organ repairman has finally 
finished his work. The aspirations that as-
cended into the church vaults have broken 
through the last barrier.

Focus on Existential Questions
Nordheim’s journeys through times past and 
present were rooted in his wonderment at 
our existence. It was as if he wanted to break 
free from his place in time. A number of his 
works are concerned with questions of life 
and death, about the dead (Epitaffio, Afton-
land), about the Earth, loneliness, peace and 
human rights (Pace). His music resembles 
waves on the sea of life that carry remem-
brances of times past with them, while they 
give him clues as to the future: “Where do  
I come from, what is my place here, where 
am I going?”
	 Arne Nordheim’s music was not written 
to be heard out of a common context of hu-
manity. The concept of being puzzled him, 
and he spoke to all those who feel the same. 
Through his music, he lets us follow his in-
vestigation into time and space, form and 
color. We follow him as far into the past as 
we can fathom, and in a piece like Aurora, 
based on King David’s Psalm 139 and some 
excerpts from Dante’s Paradiso, we are given 
visions of an Almighty who sees everything 
and everyone as they really are.

Castigated and Acclaimed
There were times when Nordheim was the 
most scolded composer in Norway, not just 
because of his own music, but as a scape-
goat for all contemporary art. It takes some 
self-confidence to bear with audiences,  
critics and musicians who vocally protested 
that they neither appreciated or understood 
what they heard. “A genius has to find his 
way in foreign countries if they are to gain 
recognition”, the philosopher Henrik Stef-
fens remarked some two hundred years ago. 
It was the very recognition abroad that 
boasted Nordheim’s self-confidence. Epi-
taffio and Eco saw their first nights in Stock-
holm, Greening was commissioned by the 
Los Angeles Philharmonic Orchestra under 
Zubin Mehta, Spur and the ballet Stormen 
(The Tempest) were conceived in Germany, 
Ariadne in the Netherlands, Tenebrae in 
Washington D.C., Magma was commissioned 
by Concertgebouw Amsterdam, and Tracta-
tus was written to be performed in Toronto. 
Leading orchestras were not the only ones 
to commission and perform his works. When 
performers such as Dorothy Dorow, Peter 
Pears and Mstislav Rostropovich stood as 
godparents to a number of solo works, and 
choreographers like Len Tetley and Jiri Kylian 
commissioned ballets, it was sure to make an 
impact on opinion, and Nordheim could allow 
himself to stand tall in the face of his native 
musical environment. It was just a matter of 
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	T ENSO DAYS— 

In 2010 Ultima will host the annual chamber 
choir festival Tenso Days in collaboration 
with Det Norske Solistkor. Some of the best 
choirs in the world will perform a unique 
program of contemporary vocal music.
	T enso is the European network for pro-
fessional chamber choirs. It was founded 
in 2002 in order to reinforce, extend and 
promote choral practice in Europe and to 
contribute to the creation of new, innovative 
repertoire and ways to present it.
	 By combining the joint efforts and 
achievements of the most prominent Euro-
pean chamber choirs, Tenso wants to con-
tribute to the active heritage of choir music 
in Europe.
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Ensemble Musicatreize—
Crossing time and borders

For the final festival weekend in 2010, Ultima 
will be filled with voices and music examin-
ing the relationship between words, voices 
and society.
	T he French ensemble Musicatreize will 
play in the venue Månefisken with a thrilling 
double concert in two rooms. From 1982 to 
1990, while invaded by Israel, the city of Beirut 
was separated along the Green Line into a 
western and an eastern part. The line was  
a no man’s land fenced in by ruined build-
ings. It was during these troubled times, 
in 1984, that the composer Zad Moultaka 
completed his piano studies with Madeleine 
Médawar at the National Music School in 
Beirut. And this is where his haunting work 
L’autre rive (The Other Shore) is staged.
	D uring a carpet-bombing attack, a child 
wonders: “What if I’d been born on the 
other side?” The piece describes two twin 
universes, full of hatred and violence, which 
none the less mirror each other. It is built 
around this line of demarcation – a barely 
visible border that separates the two sides 
of a single world. L’autre rive takes place in 
two different rooms. At the beginning, there 
are twelve singers in one of the rooms, and 
the whole audience is gathered there. As the 
twelve movements of the work unfold, the 
singers leave the first room, one by one, to 
enter the other room where the same piece 
of music is being performed backwards by 
another orchestra. In the one room, the 
instruments are a kanun (traditional Near 
Eastern instrument) and percussion; in the 
other it is a guitar and percussion. The lyrics 
are being performed in distorted versions 
of Arabic and French in each of the rooms 
respectively.

Nederlands Kamerkoor—  
Voices and Societies

– Music and society are inseparable, says Leo 
Samama, manager for Nederlands kamerkoor 
for the last seven years. 
	 – An utterly free music, wholly beyond 
conventions, is thus inconceivable, since no 
society is free from conventions of thought 
and action. Even if a music appeared which 
lay wholly outside the norms and conditions 
of any and every society, at the moment it 
was performed it would be up to its neck in 
the social context within which the per-

formers perform and the listeners listen. 
These are among the reasons why during  
my years as a general manager I made con-
temporary music one of the important 
goals of the choir.
	S amama also underlines the diverse 
historical and cultural influences on the de-
velopment of European choral music. The 
programme to be performed by Nederlands 
kamerkoor reflects this through combining 
Renaissance lamentations by Thomas Tallis 
with Arne Nordheim’s Tres Lamentationes 
written in 1985. The choir also brings two 
world premieres, with works by Dutch com-
poser Micha Hamel and Serbian composer 
Isadora Zebeljan. 

Det Norske Solistkor— 
Funeral songs and Luigi  
Nono’s poetry

Det Norske Solistkor celebrates its sixtieth 
anniversary this year, and the concert on 
September 17 is part of the celebration.  
Accompanied by Gjermund Larsen on solo 
violin, they will perform a new work by 
Eivind Buene based on traditional Norwegian 
funeral songs. 
	 – The songs I have used, originates in  
a region called Ryfylke, Buene says. 
	 – People were singing them while the 
dead were carried from the house to the 
church. In these songs, it was more impor-
tant to sing loud than to sing well. I have  
recordings of this, and they sing so freely 
that it is difficult to hear that they actually 
sing the same song. I have given the mem-
bers of the choir this recording and asked 
them to create their own versions, and I 
want them to sing individually. During the 
performance, each singer will sometimes  
react to individual instructions given to him 
or her through an mp3-player.
	D et Norske Solistkor will also perform 
Luigi Nono’s (1924 – 1990) silently spectacular 
work Das Atmende Klarsein, for small choir, 
bass flute, tape and live electronics, together 
with flautist Bjørnar Habbestad. Nono wrote 
this work shortly after having turned away 
from the explicitly political basis for writing 
music that he advocated in the 1960s and 
70s. 
	T his shift in style began with the string 
quartet Fragmente – Stille, an Diotima is a 
striking example of Nono’s new conception 
of composition: an almost meditative con-
centration on the interior of sounds, rather 

	  
	T hursday 16.09

22.00 	E nsemble Musica- 
	
	 treize

Månefisken

The chamber choir 
Musicatreize from 
Marseille. 

Zad Moultaka: 
L’autre rive

For 12 voices, cimba-
lom, percussion and 
guitar

	  
	 Friday 17.09.

18.00 	 Nederlands 
	
	Ka merkoor and

	
Det Norske Solistkor
	
Grønland kirke
 
Conductors: 
Kaspars Putninš 
(NK) and Grete  
 
Pedersen (DNS)

Micha Hamel:  
Trees WP
Isadora Zebeljan:  
Lalum lato WP
Giacinto Scelsi:  
Antifonia 
Thomas Tallis (1505–
1585):  
Lamentationes
Arne Nordheim:  
From Tres lamentationes
 
Eivind Buene:  
Allsang WP on new 
 
version 
 
Fiddle: 
Gjermund Larsen

Luigi Nono:  
Das Atmende Klarsein
Flute: Bjørnar Habbestad
Live electronics: Alvise 
Vidolin 

Arne Nordheim 
Composer’s prize 

Admission: 300/200

Friday 17. – 
Sunday 19.09.

 

	C oncrescence – 
Conference on 
Microtonality
Norwegian Academy 
of Music 

For singers, folk musi-
cians, choirs, conduct-
 
ors and composers. 

Program:  
Friday 17.09.
  

13.30	 Composer seminar 
Given by Toivo Tulev, 
Martins Villums, Lasse 
Thoresen and Karin 
Rehnqvist. 
 

13.30	 Workshop in tradi-
tional song technique 
”kulning” by Susanne 
Rosenberg, part 1.  
 
Saturday 18.09.
 

09.30	 Jean Vocaux – work
shop. By Guy Reibel and 
mixed choir, part 1. 
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Silently spectacular: Det Norske Solistkor perform Das Atmende Klarsein by Luigi Nono (picture) in Grønland Kirke Friday 17.09. 
A unique possibility to experience Nono’s fascinating world of sounds, on the verge of silence. Photo: Graziano Arici

What if I’d been born on the other side? The divided city of Beirut forms the background for Zad 
Moultaka’s haunting L’autre rive, performed Thursday 16.09 at Månefisken. Photo: Scanpix
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Strong vocal tradition: Latvijas Radio Koris presents four microtonal world premieres at Ultima. Photo: Ali Haydar Yesilyurt



101

than on their relationships. Das Atmende 
Klarsein’s world of sound unfolds along the 
same lines, towards a more introvert, in-
tensely poetic musical language, sometimes 
on the verge of silence. The piece consists of 
four sections for small choir, which alternate 
with four sections for bass flute, both ac-
companied by tape and live electronics.
The text combines fragments of Rainer Maria 
Rilke’s Duino Elegies and ancient Greek writ-
ings. Nono developed both the text and the 
concept of the work in close collaboration 
with the philosopher Mario Cacciari. Words 
and sentences are split into syllables and  
single words, to be put together again in 
mosaic-like new relationships. The vocal 
parts are supposed to be sung as naturally 
as possible, moving away from conventional 
vocal techniques and approaching a more 
untreated, vulnerable beauty. 
	S till, Nono’s intimate knowledge and 
love of the vocal medium could in itself be 
labelled political. The voice is in many ways 
this composer’s primary instrument, with its 
potential to express human attitudes, pro-
tests and dreams. 
	

Latvijas Radio Koris—
Microtones

The Baltic countries have a strong vocal tra-
dition. Through the Concrescence project 
(see next page), a close collaboration has 
emerged between Latvijas Radio Koris and  
a group of European composers. The project 
aims to investigate untempered scales and 
vocal techniques in different folk music tra-
ditions, and apply these to contemporary 
music for voice. The concert of Latvijas Radio 
Koris features four world premieres by Lasse 
Thoresen, Karin Rehnqvist, Martijns Vilums 
and Toivi Tulev.
	K arin Rehnqvist, the Swedish composer, 
has made a work for Latvijas Radio Koris 
based on a text by the poet Paul Celan.  
“It is so immensely strong and incredibly 
painful. A prayer that does not move up-
wards towards the heavens, but downwards 
to the abyss”, Rehnqvist writes about the 
piece. “In this piece, quartertones represent 
that which is twisted, when reality is askew, 
is incomprehensible. As in a society in which 
one cannot exist”.
	

Tenso
This series of choir concerts also constitutes 
the Tenso Days 2010. Tenso is a platform 
for European professional chamber choirs, 
aiming to exchange knowledge and experi-
ence. In 2010, the Tenso network consists 
of Choeur de chambre Accentus, Cappella 
Amsterdam, Latvijas Radio Koris, Nederlands 
Kamerkoor, Det Norske Solistkor, RIAS Kam-
merchor and Ensemble Musicatreize. In the 
closing concert, three of the Tenso choirs 
will join forces in a new piece by noise artist 
and composer Maja Ratkje, featuring three 
choirs and three noise duos. 

Concrescence—
Back to the Blue Tones

Can blue tones in Norwegian kveding, a vocal 
tradition of unaccompanied song in equal 
temperament in a flat, vibrato-free tone and 
Mongolian overtone chanting (“throat sing-
ing”) be used for new compositions?  
The concrescence project, initiated by 
professor Lasse Thoresen, explores ethnic 
song traditions. A group of European com-
posers and performers have worked with 
ancient singing techniques found in folk 
music throughout a number of years. Georg 
Friederich Haas, Bernat Vivancos, Henrik 
Ødegaard, Ragnhild Berstad, Guy Reibel and 
Lasse Thoresen have all written new works, 
and Norwegian Academy of Music teaches 
microtonality in singing and hearing as  
optional subject.
	T he project has been presented inter-
nationally at a number of occasions, and 
several times earlier at the Ultima festival. 
It will reach its conclusion with another six 
oeuvres in the fall 2010. Composers Toivo  
Tulev, Karin Rehnqvist, Martijns Vilums,  
Celma Liga, Gundega Smite and Lasse Thor
esen have written music for Latvijas Radio 
Koris. Four of the works will be performed 
during Ultima’s Tenso Days.
	T here will also be seminars for singers, 
folk musicians, choirs, choir conductors  
and composers at the music academy on 
September 17–19.

 
10.00	W orkshop in tradi-

tional song tech-
nique  “kulning” 
By Susanne 
Rosenberg, part 2.  
 

13.15	 Jean Vocaux – work-
shop for choir lead-
ers. By Guy Reibel. 

 
13.15	 Seminar and work-
	 shop in and about 
	
	 microtonal ear
	 training.  
 
	 By Gro Shetelig. 

	
	  
	Su nday 19.09. 
 

11.00	 Jean Vocaux – 
 
	 workshop. 

By Guy Reibel and 
mixed choir, part 2. 
 
Produced by Norwe-
gian Academy of Music. 
 
Sign up for the semi-
nars by sending an 
e-mail to hjelen@nmh.
no by 10.09. 
 
Admission:  
400 NOK for all seminars 
except the choir leader 
seminar on 18.09. 
1000  NOK for all 
seminars incl. the choir 
leader seminar on 18.09. 
Admission free for stu-
dents and employees at 
the Academy.  

Saturday 18.09.
 

17.00 	 Latvijas Radio Koris
Uranienborg kirke

Lasse Thoresen:  
Mythes étoilés WP
	 1. Voici l’heure
	 2. Ombres et images
Karin Rehnqvist:  
	 Tenebrae WP
Martins Vilums:  
	 Abar panjom ardig 
	 abag gaw ekdad kard 
	 (On the Conflict
	W aged with the 
	P rimeval Ox) WP
Toivi Tulev:  
	 Tanto gentile WP 

 
Admission: 200/150
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Maja Ratkje— 
Massive, beautiful  
and violent

Noise, choirs, wiring and nerd-
like dedication come together 
in Maja Solveig Kjelstrup  
Ratkje’s new work to conclude 
this year’s Ultima.

 
By Thomas Berg

– Beauty to me lies on the borderline between what is traditionally 
considered ugly, and what is harmonious. I like music that pos-
sesses more than shallow sentimentality. Photo: Rune Kongsro

– Right up my street.
	M aja Ratkje is referring to a commission 
from Ultima to compose a work for several 
choirs, among them Det Norske Solistkor, 
and noise artists, of whom Lasse Marhaug  
is one.
	 – I sang in choirs myself when I was a 
child, but as an adult I haven’t had much  
to do with them. I remember I auditioned  
for a well-known choir when I moved to Oslo, 
but my voice was apparently too distinctive. 
And nzow I do concerts with live sampling of 
my voice, which sounds like a choir when you 
put many layers on top of one another, and 
I like it when the sound approaches some-
thing grandiose and pompous.

The church as a place of refugee
The piece she is writing for Ultima is scored 
for three choirs and six noise artists. In this 
work too there will be some electronic treat-
ment of the voices.
	 – The noise artists will also be manipu-
lating the choirs, but that is not all. They 
will move in and out of various textural 
combinations that arise where choir meets 
noise. I think it will be a very atmospheric 
experience.
	 – The concert takes place in Uranien-
borg kirke. What is it like for you to work in 
a sacred space?
	 – I don’t have a strong attachment to re-
ligion, but I like the atmosphere of a church 
building. There is a sense of solemnity and 
ceremony that makes it a place of refuge 
from everyday life, from stress and all things 
temporal. And, not least, such spaces often 
have extraordinary acoustics. This is some-
thing quite different from the usual festival 
venues, so the work will be a textural com-
position more than anything.

No shallow sentimentality
– What I’ve heard of you previously hasn’t  
really been reminiscent of church music.
	 – Beauty to me lies on the borderline be-
tween what is traditionally considered ugly, 
and what is harmonious. I like music that 
possesses more than shallow sentimentality, 
I search for contrasts that bring out nuances, 
beauty that arises at the point of intersect
ion, in ambiguity – I find all of this in noise 
music. I realize that “most” people associate 
noise with something aggressive or exclu-
sionary, but for me it provides a positive ex-
perience, at its best both rich and orchestral.
	 Ratkje has been involved with noise music 
since the 1990s.
	 – I have been doing this for a while, but 
not related to any specific genre. I’ve always 

	  
	Sa turday 18.09.

 

19.00 	 Maja Solveig Kjelstrup 
Ratkje: Crepuscular 
Hour WP)
Uranienborg kirke 

Grete Pedersen,  
 
conductor

Det Norske Solistkor, 
Nederlands Kamerkoor, 
Latvjias Radio Koris, 

Nils Henrik Asheim,  
 
organ 

Noise musicians Antoine  
Chessex, Lasse Marhaug,  
 
Sten Ove Toft, Per Gisle  
 
Galåen, Stian Westerhus 
 
and Kjetil Hanssen. 

Admission: 200/150
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been interested in sounds, and not just those 
that are produced on conventional instru-
ments, but for as long as I can remember 
I’ve been fascinated by sounds in nature 
and from machines and from anything else 
around me, and I imitated them as best I 
could, and with electronics a whole new 
world was opened up. Noise is a genre I feel 
at home in, perhaps more than any other. 
Noise artists are in general good and gener-
ous people.

Tired of mixing genres
– With a work for choir and noise you are mix-
ing two genres. What do you gain from this?
	 – I feel that I’m very done with seeking 
sensation through mixing genres, that as-
pect is not interesting to me. What others 
call genre crossing is to me part of a natural 
process in which I look for whatever is natu-
ral for me to choose to express my ideas 
– whether it is sound, movement, words, 
shapes or anything else.
	R egarding the present work, Ratkje  
explains that she has taken the modern 
standard choral repertoire as her point  
of departure.
	 – I haven’t decided which pieces to use 
yet, but the idea is to rework them and 
stretch them out in time.
	 – How long?
	 – Very long, out of all proportion. And 
just as in a Bach cantata the work will have 
instrumental movements, choral sections, 
soloists and other constellations. The noise 
artists will relate to the form of the work and 
my instructions, without having to read the 
music. This involves a good deal of improvi-
sation within the framework of the piece.

Structure and nerds
– From the point of view of the craft of com-
position, how do you go about your work?
	 – When I notate music, it’s quite different 
from the way I work with sound, such as in a 
free-impro context. I relate to form, and can 
be very concerned with structure, but there 
is always at least one opening where the mu-
sic can take off in a new direction. And even 
though things are usually very open when 
I’m performing myself, there is always a com-
positional awareness behind the music.
	R atkje explains that it often takes as long 
to work with the ideas as it does to complete 
the work.
	 – The same can be said of working with 
electronics – there is a huge amount of prep-
aration involving the equipment and hooking 
everything up.

	 – As a composer, what is it you want to 
communicate?
– I began composing out of my interest in 
sound, and return to it again and again. This 
work is a tribute to sound and texture. To my 
inner ear it already sounds incredibly mas-
sive, beautiful and violent. It will be exciting 
to hear how it turns out. There are many ex-
ternal aspects that I do not have control of, 
which can make you pretty nervous.
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Fishing with microphones: Jana Winderen reveals the complexity, strangeness 
and hidden sound mysteries of the big blue with the latest technology in the 
project Energy Field. Photo: Julia Barclay

Touch me! Amongst Erwin 
Stache’s pillars in his installation 
87,3 Kilo Ohm, you can make 
noise by holding someone’s hand, 
pull somebody’s nose, by giving a 
hug or whatever you fancy.  
Photo: Anja Winkler

	INSTALLATI ONS— 
The sound of a hug, orchestra rehearsals, 
sounds made by fish and music heard   in a restaurant. These are some of the   experiences Ultima’s sound installations  have to offer!	



105

	 Orchestral excerpts
An audition for symphonic orchestra is a very 
special situation. The musician stands in a 
room on his own and plays excerpts from 
grand orchestral works. The jury is seated be-
hind a curtain, so as to concentrate on what 
it hears, not the age, gender or appearance 
of the performer. “The situation is interest-
ing, not least because it’s so old-fashioned”, 
the composer Eivind Buene says. He has put 
together the video installation Orkesterut-
drag (Orchestral Excerpts), which is made 
up of short film cuts of music students at 
auditions.

87,3 Kilo Ohm
Erwin Stache’s installation 87,3 Kilo Ohm can 
be found by the entrance of the Oslo Opera 
House. Amongst Erwin Stache’s pillars, you 
can make noise by holding someone’s hand, 
pull somebody’s nose, by giving a hug or 
whatever you fancy.
	 Atelier Nord and Ultima have invited the 
German sound artist Erwin Stache to Oslo 
during the festival. When he was a kid, Stache 
was so bored by his piano lessons that he 
built his first electronic instrument when he 
was fifteen. After studies in Mathematics and 
Physics, he revisited the joys of childhood, 
and today he is a musician who composes 
music and invents electronic devices, electro-
acoustic and mechanical instruments.
	H is installation 87,3 Kilo Ohm consists 
of five sound stages with steel columns 
controlled by sensors. The columns react 
to pressure and skin contact, and produce 
sound when they are touched. If you touch 
at least two columns, they produce music. 
If several persons touch each other, new 
sounds are created, whether you hug some-
one or pull his nose. Passersby who take 
their time to stop, may change tonality, 
speed and other parameters by using their 
hands, as well as playing together with  
others. The sounds that make up the instal
lation will refer to special places in Norway 
and Oslo.

Energy Field
Jana Winderen researches the hidden depths 
with the latest technology; her work reveals 
the complexity and strangeness of the un-
seen world beneath. She is concerned with 
finding sound from hidden sources, like blind 
field recording. In the project Energy Field 
the audio topography of the oceans and the 
depth of ice crevasses are brought to the 
surface. The installation consists of record-
ings made by four DPA hydrophones, a Tel-
inga parabolic reflector and 4060 DPAs from 

inside and deep under the ice in Greenland, 
the Barents Sea, hunting saithe in the Nor-
wegian fjords, of sea snails along the shores, 
of feeding and mating cod and the shifting 
current deep under the surface. Winderen 
explains: “The ecosystems underwater are 
highly neglected and surprisingly not very 
much research has been done in the area of 
sound, even though the oceans cover more 
than 70% of our planet. To add the sense of 
listening to the understanding of the oceans’ 
creatures, I believe we can further our re-
spect and knowledge of this hugely impor-
tant and fragile ecosystem”. 

Romklang
In his installation Romklang (Reverberation) 
sound artist Jørgen Larsson has taken on 
music and social space. If you bring a friend 
along to restaurant Soria Moria, you can have 
your iPod or iPhone influence the sound and 
ambience in the place.

Sunday 05.09
 

 
 
13.00	 87,3 Kilo Ohm

The Norwegian National 
Opera and Ballet
 
Opening of Erwin 
Stache’s sound install-
ation.

The installation will 
 
remain active until  
 
18.09. Produced by  
 
Atelier Nord and Ultima.

Admission free. 
 
 
	 Wednesday 08.09.

 

10.00 	 Orchestral excerpts
Norwegian Academy of 
Music

Installation by Eivind 
Buene.

The installation will  
 
remain active until  
 
18.09.

In collaboration with  
 
the Norwegian Acad- 
 
emy of Music

Admission free. 

 
	E nergy Field

The Norwegian National 
Opera and Ballet, 
Foajeen

Sound installation by 
Jana Winderen.

The installation will re-
main active until 18.09.

In collaboration with 
NOTAM

Admission free. 

 
	 Thursday 09.09. 
 
 
 
15.00 	O pening of Romklang.

Soria Moria Restaurant

The artist Jørgen
Larsson introduces his 
installation Romklang, 
which enables guests 
at the restaurant Soria 
Moria to influence the 
sound using their own 
iPods or iPhones.

The installation will re-
main active throughout 
September.

Admission free. 
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Breaking free: Eivind Buene is trying to break free from his close relation to the symphony 
orchestra. Photo: Rune Kongsro  

	 Eivind Buene—	  	D igging Deep

Composer Eivind Buene regards the 
symphony orchestra as a heap of ruins 
when writing music for it. 

	 By Thomas Berg 
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– I am very fond of the sound of an orchestra. 
As a composer, having a hundred people at 
your disposal is amazing. At the same time, 
the orchestra is a frustrating number, as it 
is based upon a rigid, almost military system 
with inherited procedures. Experimenting 
with such a heavy, inert structure is hard. 
Hence I sought another way of using it. Then 
the idea of relating to the orchestra as a 
heap of ruins came up – a place of excavation 
filled with memories where one can dig up 
everything the orchestra has done and the 
composer acts as an archaeologist. 
	T hese are the words of composer Eivind 
Buene, who has created the work Stelefeldt 
for this year’s Ultima festival. “Stele” is the 
archaeological term for a kind of memorial 
monument, and according to Buene,  
a “stelefeldt” is a field of memorial stones.
	 – The work is written for a concert hall 
with orchestra and electronics. It consid-
ers the history of the orchestra an archive 
of sounds. A sound system surrounding the 
audience is supposed to depict the uncon-
scious of the orchestra and let parts of its 
history surface. 
	 – In what way?
	 – By using old recordings. The idea is to 
use phonogram history as an archive. For 
example I use some bars from Brahms and 
place them after each other. The fascinating 
thing about listening to a recording is that 
you not only hear the music, but the room 
it’s recorded in and the people who are 
present. You hear coughing from 1929 and 
creaking chairs from 1948. Recordings fasci-
nate me – imagine how many versions there 
are of, let’s say Beethoven’s third. At the 
same time, they have a homogenising effect 
by making some versions into standards for 
performances. I imagine that the music was 
played in a number of more different ways 
before the age of recordings set in. Anyway, 
it’s like putting these recordings inside one 
another like Chinese boxes. Therefore it is 
not a question of just taking some old mate-
rial and remaking it, but almost exhibiting 
different ways people have related to the 
material before, via the records. Music his-
tory is not just a pile of sheet music; it is also 
a history of interpretations. 
	 – How come you started this work?
– I started working with historical material 
in different forms a long time ago, and this 
has been common in new music in the last 
three or four decades, but I haven’t worked 
systematically or with structure. After work-
ing freelance for 12 years, I reached the con-
clusion that I should approach things more 
thoroughly and theoretically. Now I work as 

a PhD fellow at the Norwegian Academy of 
Music. This makes time for me to immerse 
myself into artistic work, and I have found 
some models and tried to understand why 
this interests me so much.
	 – How?
	 – My basic position is the heartfelt em-
bracing of the symphony orchestra. But 
when you have such an intimate connection, 
you can also become blinded and unable to 
spot what is unique about it. So now I try 
to tear myself away and be a bit strict. Find 
a way of seeing it that is different from the 
heartfelt. Not just celebrate history by work-
ing with historical material, but enter into a 
critical dialogue. Search for something alien 
in the home-loving of the experience of mu-
sicians in their best clothes sitting on chairs, 
keeping their bows in time. 
	 – What has this process of tearing yourself 
loose been like?
	 – Liberating. When entering the subject 
matter with another thought model, you 
see different things. You discover something 
new during the composing when chang- 
ing a lens or a perspective, write different 
things than you used to, and as an artist it  
is interesting when you surprise yourself.  
If you change the way you work, the con-
tents become different. Definitely. And this 
is interesting, considering all the kinds of 
craftsmanship music embodies. Take art stu-
dents, they can work with paintings, photo-
graphs, video or installation – they pick up a 
tool. But to be able to write even one bar for 
an orchestra, you need knowledge, like the 
range of a clarinet or the strength of a per-
cussion instrument. For a composer, working 
with a symphony orchestra is a threshold 
to overcome. Imagine letting someone not 
familiar with the craft do this work? Maybe it 
would be liberating? 
	 As for Buene, he is not one to fear a lack 
of education within a field and let this stop 
him from experimenting. Earlier this year, he 
published the novel Enmannsorkester (One 
Man Band) to great acclaim, and he is also 
planning a video installation which will enter 
into a dialogue with the musical work. The 
installation will contain movie clips with stu-
dents preparing for orchestra auditions. 
	 – I do not pretend to be a video artist  
because I make this installation. I only wish 
to use it as a bridge from the concert hall 
and out to a festival with craftsmanship as  
its subject matter. 
	 – In what way?
	 – The Norwegian Academy of Music is 
very much based upon craftsmanship. As op-
posed to other art forms, music is extremely 

	  
	W ednesday 08.09.
 
 
 
10.00	O rchestral excerpts
	

Norwegian Academy 
	 of Music

 
Installation by Eivind  
 
Buene.  

The installation will  
 
remain active until 18.09. 

Admission free. 

	  
	 Tuesday 14.09
 
 
 
21.00 	C omposition and 
	 craftsmanship
	 Gyldendal Norsk Forlag, 
	S ehesteds plass.

Tomas Espedal on  
 
writing.   
 
Jon Øystein Flink on 
 
writing and singing.  
 
Eivind Buene on 
writing and composing.
Susanne Christensen  
 
on writing and listening 
 
to Laurie Anderson.

Exclusive performances: 
Eivind Buene sings 
 
Schubert and Jon  
 
Øystein Flink as singer-
songwriter
 
 
In Norwegian language  
 
only 
 
In collaboration with  
 
Vinduet.

Admission: 100 

	  
	 FRIDAY 17.09 
 
 
18.00 	 Nederlands 
	K amerkoor and

	
Det Norske Solistkor
	
Grønland kirke
 
Conductors: Kaspars  
 
Putninš (NK) and 
Grete Pedersen (DNS)

Micha Hamel:  
Trees WP
Isadora Zebeljan:  
Lalum lato WP
Giacinto Scelsi:  
Antifonia 
Thomas Tallis (1505–1585):  
Lamentationes
Arne Nordheim:  
From Tres lamentationes
 
Eivind Buene:  
Allsang WP on new 
 
version
Fiddle: Gjermund Larsen

Luigi Nono:  
Das Atmende Klarsein
Flute: Bjørnar Habbestad
Live electronics: Alvise  
 
Vidolin 

Arne Nordheim  
 
Composer’s prize 
 

In collaboration with the  
festival Tenso Days and  
 
the Ministry of Culture,  
 
produced by Det Norske  
 
Solistkor, NOTAM and 
 
Ultima. With financial 
support from the  
 
Embassy of the Kingdom  
 
of the Netherlands.

Admission: 300/200
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grounded in a repetition of historical work-
ing methods. This is evident when music 
students are up for an audition: they stand 
all alone in a room, in front of a curtain that 
hides the jury in order for it not to be af-
fected by age or sex, playing excerpts from 
music history with no context whatsoever. 
The situation is interesting because it is such 
an oldfashioned one. And when I write sheet 
music for musicians that are alive today,  
I am entirely dependent of this tradition of 
craftsmanship. It is an interesting paradox, 
since I as a composer trying to make innova-
tive, experimental music. At the same time, 
this strange triangle between composer, 
performer and listener is one of the most in-
teresting phenomena for me, and the reason 
why I work with tones and sheet music in  
the first place. 
	T his work for concert hall and electronics 
is not the only contribution from Buene on 
this year’s Ultima festival. The Norwegian So-
loist Choir will perform his paradoxical work 
Allsang (Sing-along). 
	 – It is a paradox because it is based upon 
folk music, and folk music has little in com-
mon with choir song. The tradition is very 
solistic. The laysinger dominates with idi-
osyncratic ways of singing which are the 
exact opposite of what a choir does: making 
many voices sing as one. I will make many 
voices sing the same material in their own, 
individual way.
	 – How will you make this happen? 
	 – For instance, I will start by using a tra-
dition with funeral songs from the region 
Ryfylke. These particular songs were sung 
while the body was brought from the house 
to the church, and singing forcefully was 
more important than singing beautifully. 
I have recordings of some of these songs. 
The singers sing so freely that it is hard to 
hear that they sing the same song. I gave the 
members of the choir these songs and asked 
them to make their own versions. During 
the performance, they will each listen to an 
MP3-player with instructions, like a version  
of the traditional way of learning folk music, 
in real time.

 
	Sa turday 18.09.
 

 
14.00 	NMH  Orchestra

Norwegian Academy  
 
of Music, 
Lindemansalen
 
Rolf Gupta, conductor
Johann Sigurd Ruud,  
 
piano  
 
Alban Berg:  
 
Drei Stücke, Op. 6
György Kurtág:  
 
Quasi una fantasia for  
 
piano and chamber  
 
orchestra 

Eivind Buene: Stelefeldt
 
WP 
 
 
Produced by Norweg- 
 
ian Academy of Music 

Admission: 200/150
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	H ouse of Drama—
	 From Psychology Through 
	I deology to Apocalypse
	
	 By Thomas Berg and  
	A nette Therese Pettersen

Composer Ignas Krunglevicius prepares for his role as Rembrandt 
during rehearsals for “Den norske opra” at last years Ultima. 
Photo: Rune Kongsro



110

No one is quite sure what will happen at 
Dramatikkens Hus (House of Drama). But then, 
that’s the whole point. 
	 – It might take twenty minutes, or it 
might take one hundred and twenty minutes. 
We won’t let the musicians know until right 
before they’re going on stage. Christina Lind-
gren is a scenographer educated in Berlin 
and Oslo. 
	 Along with four other projects, she and 
her team have been handed the same task: 
to let text meet music meet stage. Etyder, 
or Etudes, is the name given to the project 
by Lars Petter Hagen (director of Ultima) and 
Kai Johnsen (artistic director of the depart-
ment of text at Dramatikkens Hus). The word 
doesn’t even exist in my Oxford dictionary 
– even though it claims to be for ‘Advanced 
Learners’. But an etude is an instrumental 
musical composition, usually performed as 
a rehearsal piece. In other words: workshop 
material.

Children’s voices and sounds of a city
– Our piece is called Saba Pacha, says Lindgren.
	 – It’s based on the novel The Alexandria 
Quartet by Lawrence Durrell, but we haven’t 
made a performance version aimed at trans-
ferring an emotional experience from the 
novel, or composed music for the text. There 
are no musical efforts to recreate a story. It’s 
more an attempt to show what is not clearly 
visible in the text: what the characters hear, 
sense, smell, are disturbed by, and lead along 
by, the sound of a popular melody from an 
old gramophone coming through an open 
window, a low radio voice in the summer 
breeze, noise from the city, the sounds of 
tambourines and children’s voices, et cetera.
	L indgren is working together with the 
composer Stefan Thorsson on this project. 
He’s a Swede based in Berlin, mainly working 
with modern dance, theatre and film. Lind-
gren says Saba Pacha is a mixture between 
concert and performance.
	 – Or a scenic concert for eight musicians 
and an actor. The novel tells the story of 
four different Europeans – Justine, Balthazar, 
Mountolive and Clea – living in Alexandria 
before the Second World War. It’s about how 
they meet, how they do not meet, what ef-
fects they have on each other and their sur-
roundings. So you get four different angles 
on their lives, which are intertwined, as well 
as on the city, that becomes a sort of fifth 
main character, says Lindgren. 
	 – Every musician is a source of different 
sounds. Before they enter the stage, they’re 
being told how long the piece will last that 
day, they get their music sheets, and they 

can choose from different “boxes” what they 
want to play.

Open poetry
Erik Dæhlin (a percussionist and composer) 
on the other hand, says that while the other 
performers seem to have pieces that are 
more or less ready, he has only the faintest 
idea of what will come out of his cooperation 
with the author Gunnar Wærness.
	 – I did a small piece for the opening of 
Dramatikkens Hus together with Gunnar. 
This new piece will continue what we started 
then, but we haven’t begun working yet.  
The way I see it, the whole idea during this 
day and age is to be open for the unexpected, 
and Gunnar and I will definitely be in the 
 middle of an open ended process.
	 Dæhlin explains that what they performed 
last time was a kind of musical theatre.
	 – It was supposed to be a meeting be-
tween text, music, sound and space, but we 
ended up with not very much text. That’s 
what happens when a composer attacks 
a text with music. Last time we also had a 
dancer with us, but we won’t have that this 
time. We’ll see if we can come up with some-
thing else instead. In the best case, or the 
worst, it’ll only be the two of us. It’s com-
pletely open.

Group therapy
Lithuanian composer and video artist Ignas 
Krunglevicius does have a plan for the form 
of his project. He’s composing a speech for 
the contemporary music ensemble Ning, and 
their part of Etyder will have the shape of a 
group therapy session. On stage there will 
be four video screens, with text for the per-
formers to read. The performers represent 
a family of four, quite the traditional family 
one would think. But it’s the psychology bit 
that interests Krunglevicius, and the music 
will play along with the psychology. 
	 – This is a workshop with Ning, says Krun-
glevicius. This music performance is a part of 
both this project, which will be transformed 
into an installation piece later, as well as a 
part of my entire artistic project. I’m inter-
ested in the extreme powers in power abuse, 
and in the psychology that lies behind it. 
	K runglevicius has been working on simi-
lar themes in his earlier projects, such as his 
video installation Interrogation. 
– The music performance at Etyder is some-
thing else than the installation piece will be, 
but they highlight different aspects of the 
same theme, says Krunglevicius. 

 
	 Friday 17.09.  
 
 
21.00	E tudes

Dramatikkens Hus

Projects that have been 
a part of the music the
atre week at Dramatikk-
ens Hus, are performed. 

Program: 
Ensemble Ning  (Tora 
Ferner Lange, Rasmus 
H. Jørgensen, Amund 
S. Sveen, Erik S. Dæhlin) 
and Ignas Krunglevicius 
(composer)

Susanne Øglænd  
 
and Finn Iunker

Trond Reinholdtsen
Christina Lindgren and 
Stefan Thorsson: Saba 
Pacha 

Hanne Dieserud  
 
	 (actress/singer)
Amund Sjølie Sveen 
	 (percussion)
Marita Igelkjøn (piano)
	M aja Bugge (cello)
Amanda Lindquist 
	
	 (violin)
Mathilda Brunstrøm 
	 (viola)
Petter Langfeldt 
	C arlsen (clarinet)

Erik S. Dæhlin and 
Gunnar Wærness

Produced in collabora-
tion with Dramatikkens 
Hus.

Admission: 100
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Democracy now?
Is democracy an ideology? How can one 
maintain a political awareness today? And 
what sort of dramas can we make with this 
lack of historical drama? These are some of 
the themes director Susanne Øglænd, com-
poser Rolf-Erik Nystrøm, playwright Finn 
Iunker and scenographer Signe Becker will 
test in their project. Neither title nor form is 
yet fully established. As is the case with Erik 
Dæhlin and Gunnar Wærness, the project is 
rather open at this stage.
	 – This will be a sort of prologue to a per-
formance we’re working on which will be 
finished in a year from now, says Susanne 
Øglænd.  
	 – The performative aspect is a very im-
portant part of the development of this ma-
terial, and this is a way to test different ways 
of working with it. We’re taking the liberty 
to make a prologue to test a part of the total 
material. How we meet around the theme is 
more important than each of us being crea-
tive separately.
	T he final performance will be a response 
to the German playwright Heiner Müller’s 
play Der Auftrag, which in turn is a response 
to a novel by Anna Seghers (another German 
writer). Both the final performance and this 
prologue will be centred around ideology, 
and what it means in our time.

Apocalypse at The Norwegian Opra
Trond Reinholdtsen, director and only em-
ployee at The Norwegian Opra, will end the 
night with a rather exclusive performance. 
His opera house (seven minutes walk from 
the Dramatikkens Hus) has a capacity of ap-
proximately twenty people. The Norwegian 
Opra was launched on the opening night of 
the Ultima festival last year. And it’s therefore 
only logical that as we enter the last day of 
this year’s festival, The Norwegian Opra  
also invites us to its third performance. It is 
still unknown who exactly Reinholdtsen will 
be cooperating with, but he is set on proving 
that opera is not necessarily an art form of 
cooperation. 
	 – The performance will be about the 
apocalypse, Reinholdtsen reveals.  
	T he Book of Revelation (Johannes Åpen-
baring) from the Bible will have a central 
place. Might our longing for an apocalypse 
be just as strong as our fear of it? The per-
formance will first and foremost be about 
the end of capitalism and the decadent  
times we live in. It looks like the end is near.

Where Text And 
Music Meet Theatre 
By Anette Therese  
Pettersen

Ever since The Norwegian National Opera and 
Ballet (referred to by most people as simply 
‘The Opera’, as will be the case here) moved 
into its new building, in 2008, there has been 
a pretty much constant debate regarding 
its content. The first opera production was 
bought from England, and The Opera re-
ceived critique for not staging something 
new and preferably also Norwegian instead. 
	W hat sort of ambitions do we expect 
from such an institution? Should it mainly 
present productions expected and clearly 
wanted from its already excisting audience, 
or is it possible to trigger enthusiasm for  
opera as an art form and at the same time  
be a  place for innovative work with music 
and theatre? 

Ambitions
This summer the debates reached a new 
high when composer Cecilie Ore made a pub-
lic complaint regarding the circumstances 
surrounding a refusal from the Opera. Her 
complaint against the Opera, is a lack of in-
terest in the artistic aspects of the works. 
The question being: on what grounds are the 
decisions regarding the repertoire of one of 
our main national art institutions made? 
	T his winter on March 4th Dramatikkens 
Hus (House of Drama) had its official open-
ing. Almost two years after the Opera, and 
the debate is of course along the same lines: 
what shall be the content and role of this 
house? When the line between what is mu-
sic, theatre and text no longer is constant 
nor broad – do we need a clearer line?  
Or should we dig into this blurring instead?

Dramas of today
There’s a fine line between visual arts and 
theatre, or between music and text/litera-
ture. It’s getting more blurry by the day. But 
this ‘art fog’ might not necessarily be a nega-
tive thing. What are the dramas of today? 
What sort of opera and music theatre is in-
teresting and relevant today? On September 
13 Dramatikkens Hus and Ultima invites com-
poser Cecilie Ore, director Tore Vagn Lid and 
theatre company Verdensteatret to discuss 
this field.

	  
	M onday 13.09

	  
	C onference: Where 

Text And Music Meet 
Theatre

11.00	 Dramatikkens Hus
Cecilie Ore: “From Opera 
to Soap opera”

Verdensteatret: “Artistic 
strategies in own pro
ductions”

Tore Vagn Lid: Presen-
tation of his thesis: 

‘Mutual Alienation’ –  
 
The Theater as a Space  
 
for Critical Experiences in 
the Metabolism Between 
Stage and Music, in the 
form of a lecture and 
performance. Perform-
ers: Tor Christian F. 
Bleikli, Hilde Anine Has-
selberg (singer), Mona 
Solhaug, Thomas Valeur 
(musician).

Discussion: Strategies
for innovative work with 
music and theatre.
With Cecilie Ore, Verden-
steatret, Tore Vagn Lid, 
Susanne Øglænd and 
Trond Reinholdtsen.

Moderators: Kai Johnsen 
and Lars Petter Hagen

(In Norwegian language 
only)

In collaboration with 
Dramatikkens Hus and 
Den Nye Opera. Sup-
ported by Fritt Ord

Admission: 350 incl. 
lunch
Sign up for the seminar 
by sending an e-mail to
konferanse@ultima.no
by 07.09.
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Different entries to music theatre
Both Ore, Lid and Verdensteatret work within 
music theatre – and all have different en-
tries to it. Ore’s last piece for the Opera was 
Dead Beat Escapement, based on talks with 
a number of Death Row inmates in American 
prisons – and was ‘a strong and unashamed 
statement against the death penalty.’ This, 
in addition to Gisle Kverndokk’s Jorden rundt 
på 80 dager, is the only new Norwegian opera 
productions since it moved into its current 
house. 
	T ore Vagn Lid handed in this winter his 
thesis called ‘Mutual Alienation’ – The Theater 
As a Space for Critical Experiences in the Me-
tabolism Between Stage and Music at the 
Institute for Applied Theatre Studies in Gies-
sen (Germany). Lid’s doctoral thesis is closely 
related to his background as a performing 
musician. Two questions he asked was: What 
ways are there for theater and music to func-
tion together and become a place for under-
standing, critical sense and reflection? How 
can theater space expand and evolve into a 
multi-voiced space for text, music and im-
ages – and thus fulfill its potential as a space 
for critical experience? His research is based 
on his own and Transiteatret-Bergen’s per-
formances as well as number of important 
contemporary and historical strategies and 
models behind music and stage work.

Discussion
Along with Verdensteatret (see presenta-
tion earlier in the magazine), Ore and Lid will 
present and discuss different aspects of the 
music theatre of today. After the presenta-
tions, there will be a panel discussion where, 
in addition to the already mentioned en-
trants, director Susanne Øglænd along with 
composer and director of The Norwegian 
Opra Trond Reinholdtsen, will participate.  
The debate and discussion will be held at 
Dramatikkens Hus, and led by Kai Johnsen – 
artistic director of the Department of Text  
at Dramatikkens Hus.
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	 Closing Party—
	 Jazzmontør presents:  

Prins Nitram, Erwin Stache, Captain  
Credible, Cuckoo Music, VJ Palegolas,  
Harpiks and DJ Olle Abstract

Timber! If you want the job done properly – do it yourself. 
Check it out on the web!  Photo: Jazzmontør
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Jazzmontør is an exciting contemporary mul-
timedia lab from Oslo. Their mission is to cre-
ate experiences they have dreamt about all 
their life. Since they dream a lot, they have to 
mash up the best from science, media, music 
and partying to make their vision come true. 
One thing they dream about a lot, are good 
parties. During the Ultima Festival, they move 
the whole laboratory to Blå and invite some 
of their best friends to a good, old-school 
Jazzmontør party. Usually these parties involve 
far out installations, exquisite experiences, 
entertaining art, funny hats and no holds 
barred good times.
	 As well as live and new music that talks to 
the head, heart and feet, of course, there’ll be 
five fabulous concerts, installations, film, 
music and reflections on the Ultima Festival, 
all appropriately and painstakingly produced 
by Jazzmontør.

Prins Nitram
Danish music press sang its praises in unison 
when Prins Nitram published his debut album 
Bomty Bomty in 2008. The record is a journey 
through styles and expressions, all the while 
he’s running around in an enormous palace, 
playing on anything he can find in nooks and 
crannies. Frisky reggae, kinky techno and 
smart electronica, all presented by a big band 
that consists solely of Pris Nitram clones. We 
are excited to present the Ultima crowd with 
one of the foremost Nordic Indie crooners.

Captain Credible
Captain Credible made his appearance at 
Modulert Grand Prix, an annual event where  
a dozen performers and bands are invited to 
remix the songs from the Eurovision Song 
Contest live during the broadcast. He turned 
up with a bunch of instruments, cables and 
miscellaneous breathing electronics affixed 
to his body. He oozed electrofunk, and a 
cramped Blå went into a dancing frenzy.
	 A night with Captain Credible is a night 
with the dance machine.

Palegolas vs Cuckoo Music
Andreas Paleologos was born a Gemini, so we 
have decided for him to split into two and 
produce images, video and animation as VJ 
Palegolas as well as become Cuckoo Music 
and present music. In addition to being a mu-
sician and VJ, he excels at being an animation 
artist, dancer, photographer, sketch artist, 
concept developer, vegetarian and piano 
player. Be prepared for soul, charm and solid 
workmanship by this Swede who speaks a 
rare Norwegian dialect.

Erwin Stache
It would seem Erwin Stache found his piano 
lessons too boring, so he invented his first 
electronic instrument at the age of 15. He 
studied physics and mathematics, but has 
stayed true to his calling as a musician, com-
poser and inventor of a variety of electronic 
devices, electro-acoustic and mechanical in-
struments. Either he uses them to perform by 
himself, or he collaborates with indie theater 
and dance groups, instrumentalists, poets 
and students during installations, concerts 
and other arrangements. Within Ultima, he 
also presents the installation 83,7 Kilo Ohm 
together with Atelier Nord.

Harpiks
”Harpiks” is the key which unites five different 
projects. Some people have described it as a 
primal contemporary-reaction, containing 
contrasting expressions. Part of it being di-
rectly reactionary towards the contemporary, 
other parts acting as a timeless resonance of 
all that is. There is no outwardly directed or 
united agenda. The motivation is individual, 
but what is common for all of them is a fasci-
nation for the forests and a heart for indig-
enous handcrafts and ways of life. “Harpiks” is 
also a Norse word for the rot-preventing sap 
found in trees. Punk rock, hardcore, ethnic, 
chainsaws & axes.

DJ Olle Abstract
Nobody competes with Olle after midnight. 
After nearly twenty years of deejaying, he has 
an enormous catalog of electronic music you 
can dance to. Vi have asked Olle to give the 
records stacks a thorough look-over, leave 
Hitz for Kidz at home and select his ultimate 
kinky B-sides and electronica for the true 
connoisseur.

	  
	Sa turday 18.09. 
 
 
21.00 	 Ultima Celebration

Blå 
 
Idea gardeners  
 
Jazzmontør ends the 
 
festival with a bang. 

Prins Nitram, Erwin  
 
Stache, Captain Credible, 
 
Cuckoo Music, VJ Palego- 
 
las, Harpiks and DJ Olle  
 
Abstract. There will also 
be installations, film and  
 
reflections from the past  
 
eleven Ultima days.

Admission: 100
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 Fruit Sonata
Play baseball with a fruit.

– Ken Friedman, 1963.
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	 Ensemble Ernst

This ensemble originated in 1996 amongst 
students at The Norwegian Academy of  
Music, who had befriended each other whilst 
playing informally for a couple of years. They 
wanted to continue playing after graduation 
to preserve a group that enjoys contempo-
rary music and like to make it accessible to  
a broader audience.
	 At this year’s Ultima, they perform new 
works by Jon Øivind Ness and Mark Adderley. 
Mark Adderleys piece is titled: “All Plans Last 
Only Until The First Shot”. Adderley explains:  
“The title is a quotation from General Patton 
which he made during world war two, and 
alludes to his experiences on the battle field. 
It is necessary to prepare both for combat 
and to create, but training also prepares you 
to improvise and to create spontaneously. 
This composition is the result of a collabora-
tion between me and Sunniva Rødland Wet-
tre. She, together with Ensemble Ernst, com-
missioned the work as part of the work on 
her doctorate at The Norwegian Academy of 
Music where she is doing research into new 
expressive potentials of the harp”. Works by 
Lene Grenager and Enno Poppe are on the 
repertoire as well.

	Sc ience Museum

Ultima, in collaboration with Drivhuset and 
Norsk Teknisk Museum, is arranging work-
shops in composition for school classes and 
families. The exhibition Musikkmaskiner 
leads from the earliest mechanical and auto-
matic musical instruments to the electronic 
and digital music of our time. In activity 
rooms and and the data lab, musicians Isak 
Anderssen and Jon Halvor Bjørnseth have  
the participants compose new music which 
soon is performed live on stage.
	T he participants use the ‘air synth’ 
theremin, samplers and electronic devices, 
programmable music boxes and Notam’s 
sound software DSP with historic sounds 
from the exhibition. Both participants and 
audience are encouraged to test the internet 
version of Ultimaskinen (The Ultimachine), 
here Drivhuset collects sounds recorded at 
the festival in a ‘quick blender’, letting any-
one compose and remix the festival in  
his own way.
	D rivhuset is a non-profit foundation that 
brings together professional musicians  
with music education on all levels. Notam 
(Norwegian Center for Technology in Music 
and Art) is a resource center for contempo-
rary music, provding botch technology and 

networking to artists. On Saturday Septem-
ber 11, Drivhuset will arrange an open work-
shop for families in the exhibition. Later the 
same day you can also meet the Norwegian 
electronic music pioneer Knut Wiggen.  
Wiggen will play samples from his own music, 
and talk about the process of building the 
ground-breaking EMS-studio in Stockholm  
in 1969.
	T owards the end of the festival, Saturday 
18 and Sunday 19 of September, the impro
visation trio Parallax and sound designer Elis-
abeth Nilsson invites children to sound- and 
light experiences in the museum in a brand 
new project. Parallax is Stian Omenås, Are 
Lothe Kolbeinsen and Ulrik Ibsen Thorsrud 
making attentive and playful improvised 
music with references as traditional jazz and 
Asian music, as well as abstract soundscapes.
	N y Musikk has started a nice tradition with 
free concerts and a lunch buffet in its offices 
in Platous gate 18 on Grønland in Oslo. There 
will be two during Ultima: Friday, September 
10 Håkon Stene, Anders Førisdal will hold a 
percussion and guitar concert, while Origami 
Metallika plays music by Brian Ferneyhough 
and Ole Henrik Moe jr. The week after, 
September 17, musicians from Norwegian 
Academy of Music will give compositions by 
Karstein Djupedal and Stine Sørlie their first 
performances.

	by  the Book
The Arditti Quartet has followers all around 
the world, including Norway. We are proud 
to have them back at Ultima with a very ex-
citing program.
	 Irvine Arditti has been a member since it 
started in 1974. The quartet relies on close 
cooperation with composers. “We would like 
the composer to participate in our work, so 
they can influence us and tell us what they 
want. In a way, we’re there to serve them 
and play their music they way they want it 
played”, he has been quoted as saying.
	 In Slottskapellet in the Royal Palace, they 
perform works by four composers, among 
them Norwegian Jørgen Karlstrøm and 
American Evan Gardner, who lives in Norway 
and Berlin. His work is titled ‘The Oxford 
Dictionary of Music’, and each movement 
is a musical interpretation of meticulously 
chosen pages from a dictionary. One of 
them contains words like ‘Stimme’, ‘Stim-
mung’ and ‘Stockhausen, Karlheinz’. The 
concert also includes Austrian composer 
Olga Neuwirth’s most recent string quartet 
and Kurtág’s modern classic Officium Breve, 
quoting Webern and Szervánszky in 15 con-
cise, transparent miniatures.

 
	M onday 13.09. 
 

21.30 	 Ensemble Ernst
Gamle Logen

Jon Øivind Ness:  
	 Mooncough WP
Mark Adderley:  
	 All Plans Last Only 
	 Until the First Shot WP 
	 (soloist: Sunniva 
	R ødland Wettre, harp)
Lene Grenager:  
	 Steal-stole-stolen  
	 (soloist: Lisa Dillan, 
	 vocal)
Enno Poppe:  
	 Öl 1  

Admission: 150/100 

	  
	 Saturday 11.09.
 

14.00	 Family workshop
 
	 Ultimaskinen

 
Teknisk museum
 

16.00	 Knut Wiggen

11.00–	Parallax 
 
16.00 

 
 
	 Saturday 18.09. &

Sunday 19.09.  
 

  
11.00–	Exhibition: 
16.00	 Musikkmaskiner 

 
Permanent exhbition
Teknisk Museum
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	S andwiches and 
	Pe rcussion
Ny Musikk has started a nice tradition 
with free concerts and a lunch buffet in 
its offices in Platous gate 18 on Grønland 
in Oslo. There will be two during Ultima, 
Friday September 10, Håkon Stene and 
Anders Førisdal will hold a percussion 
and guitar concert, while Origami Metal-
lika plays music by Brian Ferneyhough 
and Ole Henrik Moe jr. The week after, 
September 17, musicians from The Nor-
wegian Academy of Music will give com-
positions by Karstein Djupedal and Stine 
Sørlie their first performances.

	 Blårollinger:  
	 CUCKOO – My Favourite 	
	T hings

Ultima continues the collaboration with 
the concert series Blårollinger with a 
slightly crazy premiere for the children. 
With one leg planted in visual perform-
ance and cartoons and the other in  
music, Andreas Paleologos (CUCKOO) plays 
his way through a fantasy world full of 
childhood inspirations, TV plays, dance, 
fiction and music. In this premiere of the 
performance ‘My favourite things’ Pale-
ologos will play a special concert for kids, 
where drawing, animation and synth pop 
go hand in hand with short stories about 
his favourite things.
	 In French, ‘cuckoo’ means ‘Hi’. But in 
Norwegian, as in most other languages,  
it means ‘a little bit crazy’…

 
	 Friday 10.09.
 
 
12.00 	 Lunch concert
	
	 Ny Musikk

 
Håkon Stene, Anders 
Førisdal and Origami 
Metallika 

Brian Ferneyhough: 
	R envoi/Shards
Ole Henrik Moe jr:  
	 KRAV

Admission free.  
 
Light lunch bufet.
	

	  
	Su nday 12.09. 
 
 
13.00 	 Blårollinger

Parkteatret Scene

Electronic family concert  
with Cuckoo.

Admission: 50

 
	 Friday 17.09.

 
12.00 	 Lunch concert

Ny Musikk

Karstein Djupdal:  
	 Abstrakt musikk: En
	 studie av en studie WP
Based on “Étude aux 
 
Chemins de Fer” by  
 
Pierre Schaeffer

Musicians from the  
 
Norwegian Academy  
 
of Music.

friStad: Resonances of 
Lontano
Improvisation based on 
Lontano by György Ligeti

Stine Sørlie: Kafkaesque – 
A musical interpreta- 
 
tion of Kafka WP

friStad. 

Produced by Ny Musikk.
Admission free 
Light lunch buffet.

	  
	Tu esday 14.09.

 
 
19.00 	 Arditti Quartet

Slottskapellet, The  
 
Royal Palace 

Olga Neuwirth:  
	 In the Realms of the 
	 Unreal 
Jørgen Karlstrøm:  
	 No Art WP
Evan Gardner:  
	 The Oxford Dictionary  
 
	 of Music WP
György Kurtág:  
	 Officium Breve 
 
Admission: 200/150

Hello? The technology museum has something to 
offer everybody. (Photo: Rune Kongsro)
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Conductor: Thomas Rimul, artistic leader of Ensemble Ernst. Photo: Ann Iren Ødeby
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Plays the dictionary at the Royal Palace: The Arditti Quartet. From the left:
Ashot Sarkissjan, Irvine Arditti, Lucas Fels and Ralf Ehlers.
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Kringkastings-
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nrk.no/kork
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Onsdag 20. oktober kl 19.30
NRK Store studio
Urfremføring av en av 
Danmarks fremste komponister 

Thomas Søndergård, dirigent
Vassily Primakov, piano
Charles Ives: The Unanswered Question
Poul Ruders: Klaverkonsert nr. 2 (urfremføring)
Joseph Haydn: Symfoni nr. 92
 

Lørdag 2. oktober kl 15.00
DNO&B, Scene 2
Førstegangsfremførelse 
av Thomas Adès´ fiolinkonsert

Andrew Manze, dirigent
Peter Herresthal, fiolin
Johann S. Bach/Arr: H. Birtwistle Fire koralforspill
Thomas Adès: Fiolinkonsert – Concentric Paths (førstegangsfremføring i Norge)
Johann S. Bach/Arr: A. Manze: Durch dein Gefängnis, Gottes Sohn
Anton Bruckner: Symfoni nr. 6 i A-dur
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POULENC
GLORIA
MOZART 
REQUIEM
BACH
19 + 180

+ Poulencs orgelkonsert med Kåre Nordstoga, Oslo Domkor 
og Minsk kammerorkester 24/10

Oslo Domkor og Barokkanerne, to konserter 7/11 kl. 18 og 20

Bach-kantater som gudstjenestemusikk 
26/9 (bwv 19) og 17/10 (bwv 180)

Dette er noen av høyde punktene 
høsten 2010. For fullt program 
se www.oslodomkor.no

En konsertserie for 
eksperimentell jazz

Kuratert av Tanja Orning 
og Christian Wallumrød

15/09
John Tilbury + Germ Studies
06/10
Sidsel Endresen og Stian
Westerhus
+ Ellen Uglevik
20/10
Ivar Grydeland solo
+ Magda Maya & Tony Buck
03/11
Kitchen Orchestra med
Alexander von Schlippenbach
17/11
Per Oddvar Johansen solo
+ Rockettothesky
01/12
Xavier Charles solo
+ Nils Økland solo

”Sterk debutroman om mennesker i 
musikkens vold og musikkens overveldende 
betydning i menneskenes liv! (...) 
Buenes enmannsorkester imponerer.” 
Arne Hugo Stølan, VG

 
 
 ”Enmannsorkester er ein 
 gjennomført, sabla god roman." 
 Bjarne Tveiten, Fædrelandsvennen
 

"Meget vellykket debutroman hvor klassisk musikk 
spille den egentlige hovedrollen”
Gerd Elin Stava Sandve, Dagsavisen 

“Musikalsk og innsiktsfullt fra svært 
formsikker debutant.”
Fartein Horgar, Adresseavisa 
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6.-10. oktober 
Tromsø internasjonale litteraturfestival

www.ordkalotten.no
10:KARAVANE

A

B

www.litteraturhuset.no

        1000 arrangementer 
      Litteraturprogram 

Lørdagsforedrag          
Barnearrangementer 

alle 
onsdager

 hvert
   år

utvalgte tirsdager og lørdager

www.                       .no

 selskap   bryllup     konsert    kvadraturen 
konferanser   bankett  generalforsamling    oslo 
 møte  mottagelse  prisutdeling  release

event  vinsmaking      ball   julebord    galla
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Det ranske
KULTURSENTER

i Norge

Lær deg f
ransk! 

 

www.france.no

tlf. 23 20 30 09

<

OSLO
STAVANGER
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M U S I C A  E S T  M E M B R E  D U  R É S E A U  V A R È S E

R é s e a u  e u r o p é e n  p o u r  l a  c r é a t i o n  e t  l a  d i f f u s i o n  m u s i c a l e s

Ultima is a member of Réseau Varèse, European network for the creation and 
promotion of new music.

Created in Rome in 1999, Réseau Varèse brings together 21 partners from 17 
European countries.

Since 2000, Réseau Varèse has benefited from funding from three successive 
European Commission Culture Programmes. Forty-two projects have been 
supported between 2000 and 2009. Sixteen of these have been musical shows, 
including opera, musical theatre and choreographic works; the other 26 were 
concert programmes including recitals, chamber music, symphonic and choral 
productions. 

These 42 projects led to 169 events, with over 360 public showings in Europe. 53 
composers of 20 different nationalities benefited from support from Réseau Varèse 
during this period, and 46 new works were premiered within this framework.In 
2009, Réseau Varèse received new European Commission Culture Programme 
funding for the period 2009-2014.

More information on the activities of Réseau Varèse (concerts, conferences, 
meetings…) can be found on the website www.reseau-varese.com.

Members of Réseau Varèse
T&M-Paris, Festival Musica (Strasbourg), Ircam (Paris), Festwochen Herren-
hausen (Hannover), MaerzMusik Berliner Festspiele (Berlin), Wien Modern 
(Vienna), Ars Musica (Brussels), Casa da Musica (Porto), Musicadhoy (Madrid), 
Romaeuropa (Rome), Rai Trade (Milan), Megaron Concert Hall (Athens), 
Southbank Centre (London), Hudders�eld Contemporary Music Festival, 
Ultima Festival (Oslo), Musica Nova (Helsinki), Festival d’Automne de 
Budapest, Arena Festival (Riga), Gaida Festival (Vilnius), NYYD Festival 
(Tallinn), Holland Festival (Amsterdam), Budapest Fesztival Központ, 
Fundacaõ Calouste Gulbenkian (Lisbon). 

The Réseau Varèse, an association under French law, benefits from the European 
Commission’s Programme Culture.
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I tillegg til dette får du gratis og rabattert inngang på  
Ny Musikks konserter, og en rekke fordeler på andre  
interessante kulturarenaer der du bor.  

Sjekk www.nymusikk.no for oppdaterte medlemsfordeler 

Standard medlemskap koster kr. 350,- 

Ekstra medlemskap til kr. 550,- gir i tillegg: 
Tilsendt 2 utgaver i året av musikkmagasinet Parergon.
Tilsendt 1 CD med norsk eller internasjonal ny musikk. 
 

 

BLI MEDLEM I NY MUSIKK  
OG FÅ RABATT PÅ  
FESTIVALPASS TIL ULTIMA! 

22–26 
 march
2011 WWW.BOREALISFESTIVAL.NO

kongsberg kirke 27.–30. januar 2011
www.glogerfestspillene.no
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TØR DU STÅ ALENE?

www.lo.no www.musikerorg.no
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Lettuce Music for Sten Hanson
The piece requires two performers, a head of lettuce 

on a music rack, a whistle and a small charge of 
explosives. Short signals on whistle. Head of lettuce 

explodes: A green rain. Long signal on whistle. 
– Bengt af Kintberg, 1963.


